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Abstract 
Children's picture books are celebrated in various disciplines for their rich emotional 
repertoire, their wide range of themes, and their educational as well as cultural 
implications (Doonan 1993, 1996; Hunt 2001 ; Martin 2008; Nodelman 1988; Painter 
2008; Spitz 1999; Sutherland 1986; Tian 2010; Whalley 1996). In particular, they are 
highly valued for their integrative use of the visual and the verbal in creating and carrying 
information and meaning (Guijarro & Sanz 2010; Painter & Martin in press; Unsworth 
2001). This research uses Anthony Browne's picture books to investigate how 
multimoda1 evaluative effect is achieved through choices made when deploying semiotic 
resources in such texts. 
This thesis examines the evaluative meanings that are realised visually, verbally and in 
visual-verbal intersemiotic interplay in Browne's picture books. In discussing the 
evaluative meanings in the visual, this thesis provides a systematic description of the 
configuration of face and the realisation of facial affect in illustrations. Drawing largely 
on the concepts of 'expression' and 'content' (Halliday & Matthiessen 1999, Hjelmslev 
1943/1961), this research proposes a bi-stratal model in the analysis of evaluative 
meanings in images. In discussing the evaluative meanings in the verbal, this thesis 
incorporates an APPRAISAL framework (Martin & White 2005) and a linguistic approach 
to stories, particularly the concept of 'story family' (Martin & Rose 2008). A new sub-
type of narrative will be identified. In discussing the creation of evaluative meanings 
through visual-verbal interplay, this research focuses on the interplay between VISUAL 
AFFECT and VERBAL AFFECT. It considers how facial affect in the image interacts with 
affect inscribed in the verbal texts as stories develop and unfold. To enrich the analysis, 
this research also considers the VISUAL AFFECT - VERBAL AFFECT interaction alongside 
semiotic choices made in interpersonal systems such as VISUAL FOCALISA TION (Painter 
2007) and AMBIENCE (Painter 2008). It is through the detailed investigation of these three 
aspects that this research produces its insights into the multimodal evaluative effect 
achieved in Browne's children's picture books. 
IV 
Acknowledgements 
The researching and writing of this thesis has been a journey all of its own. This journey 
was been made possible by the financial support of a USIPRS (University of Sydney 
International Postgraduate Research Scholarship). As most journeys, inevitably it has had 
its ups and downs. There has been the joy of realisation as well as the frustration of 
confusion. Fortunately, on this journey I have encountered sages who have provided me 
with crucial support. 
First, I am deeply grateful to Professor Jim Martin, my supervisor, for his guidance, 
patience and encouragement. In particular, I am grateful for the freedom and space he has 
given me in inventing new ideas, making mistakes and trying out different tracks and 
directions throughout the journey. I am grateful for the time and effort he has put into our 
discussions at every different stage of my journey, and for the patience he has shown in 
reading and re-reading earlier drafts of my thesis. 
Second, I would like to thank Dr Clare Painter, my associate supervisor, who introduced 
me to the field of children's literature at the beginning of my journey. Her dedication to 
the field and her generosity have been inspirational. I feel privileged to have been given 
the opportunity of discussing my work closely with her as well as getting her advice and 
feedback. I am more than thankful that she has spent so much time in reading my thesis 
so closely and giving me constructive comments. Third, I wish to express my 
indebtedness to Dr Maree Stenglin, my other associate supervisor, for her ongoing 
support of my work. Not only has her enthusiasm for the field of multimodality 
(especially three-dimensional space) been a great inspiration but she has also generously 
shared her knowledge of writing as well as the ups and downs of writing a thesis with me. 
I would like to express my gratitude to Dr Chris Cleirigb, who has been my mentor, 
teaching me nothing but everything. I would also like to thank Professor Theo van 
Leeuwen, for sparing me time in his busy schedule to discuss issues concerning facial 
expression with me, and for leading me to a wonderful body of literature on non-verbal 
communication in general. My gratitude also goes to Professor Christian M.I.M. 
Matthiessen, Dr Kazuhiro Teruya and Dr Sue Hood who have spent time and energy in 
providing additional SFL courses throughout the years. I would like to thank Dr Dyson 
Bronwen, my academic writing adviser, for her suggestions and feedback on the earliest 
v 
drafts of the thesis. I would like to thank Dr Guenter Plum, my editor, for his assistance, 
his good humour and his kind encouragement. 
I would like to thank everyone who has shared this journey with me through these years. 
If I had been writing my thesis in a Chinese university context, they would be my 'study 
elder sisters and brothers' . They are Dr Monika Bednarek, Dr Helen Caple, Dr John 
Knox, Naomi Knight, Sumin Zhao, Dr Michele Zappavigna, David Caldwell and Ken 
Tann. Their enthusiasm for and knowledge of research have been inspirational right from 
the beginning of my own intellectual journey. I have much enjoyed the many discussions 
we have had on theoretical issues - as much as the many casual conversations and 
laughter we have shared. Without them, this journey would have been less exciting and 
less colourful. 
Throughout this journey, I have also had villains apart from the sages and helpers 
mentioned above. Those villains are my family and my friends who constantly distract 
me from my work. I would like to thank them for being such a great distraction. Last but 
not the least, I would like to thank three of my friends by name: Caren Alvarez, Rupert 
Thorne and Dorota Brumann. Without their support at the Resolution stage of my 
previous journey, the new journey presented here would not have been started by me in 
the first place. 
Vl 
Part 1: Thesis 
Declaration ii 
Dedication iii 
Abstract iv 
Table of Contents 
Acknowledgements ................................................................................................................................ v 
Table of Contents ................................................................................................................................. vii 
List of Figures ....................................................................................................................................... ix 
List of Plates .............................................................................................................................................. x 
List of Tables ......................................................................................................................................... xi 
Chapter 1 Introduction ......................................................................................................................... 1 
1.1 Introduction - evaluation in a story ........................................................................................... 1 
1.2 Aims and Objectives ..... ...................... ............. .......... ...... .................... ................ ...................... 3 
1.3 Research motivation and rationale ........................................................ ..................................... 6 
1.3.1 Picture books: to educate and enculturate ................................ ............................................ 6 
1.3.2 Anthony Browne's picture books: exemplary texts ............................................................ I 0 
1.4 Overview ofMethodology ................................... ................................ .................................... 12 
1.4.1 The face corpus .................................................................................................................. 16 
1.4.2 The story corpus ......................................................................... .......... ............................ .. 17 
1.5 Overview of the thesis ....... .................................................. .......... ......................................... . 18 
Chapter 2 Theoretical Foundations and Methodological Implications .......................................... 20 
2.1 Introduction ............................................................................................................................. 20 
2.2 Social semiotic theory ........................ ....................... ......... ............. ................................... ..... 21 
2.2.1 Three metafunctions ................ ....................... ................ ..... .... ................ ....... .. ... .......... ..... 22 
2.2.2 Context and Register: field, tenor and mode .................. ............ ........................................ 24 
2.2.3 Semogenesis: logogenesis, ontogenesis and phylogenesis ............................ ..................... 27 
2.3 Social semiotic accounts of visual images ........................... .................................................... 29 
2.3.1 Interactive meanings in multimodal texts ............ ................ ...................... .................. ...... 30 
2.3.2 Creating evaluative meanings in illustrated faces ............................ .................................. 40 
2.3 .2 .1 Expression and Content: a stratified perspective .................. .................................... 40 
2.3.2.2 Expression and Content: an application in images .................................... ............... 42 
2.4 Narrative - a genre and discourse approach ............................................................................ 44 
2.4.1 Narrative structure- a linguistic approach ......................................................................... 45 
2.4.1.1 Stories: 'narrative' and 'evaluation' .. ............................ ............................................ 46 
2.4.1.2 Story family ............ ....................... ....................... ..................................... ................ 52 
2.4.2 Appraisal: construing evaluative meanings .................................. ...... .......................... ...... 55 
2.5 Multimodal evaluation: the intersemiotic interplay ................................................................. 59 
2.5.1 Intermodal complementarity ........................ ............. ... ............ .................. ........................ 60 
2.5.2 lntermodal interplay and story genre .................................................................................. 64 
2.6 Conclusion ....................................................................................................................... ...... .. 64 
Chapter 3 Construing Facial Affect: Articulation, Combination and Dimension ......................... 66 
3.1 Introduction ............................................................................................................................. 66 
3.1.1 Facial expression: other perspectives ................................................................................. 68 
3.1.2 Scope and perspective: a social semiotic perspective on facial expression ........................ 69 
3 .1.3 Organisation of current chapter .......................................................................................... 71 
3.2 Faces in two planes ........................... .... ................................................................................... 72 
3.2.1 Expression plane ...................... .......................................................................................... 72 
3 .2.1.1 Construing face: facial structure and features ............................................ ............... 73 
3.2.1.2 Construing faces : typology, topology and dynamics ........................... ...................... 82 
3.2.1.3 Construing facial (feature) orientations .... .......... ....................................................... 89 
3.2.2 Content plane .............................. ...................... ..................................... ......................... . 107 
3.2.2.1 Creating characters: functions of three imagic registers and dynamics .................. 108 
3.2.2.2 Construing facial affect: facial feature orientation ................................................... 115 
3.2.2.3 Construing facial affect: faces in interaction .......... ............ ............................... ...... 129 
3.3 Conclusion ............................................................................................................................. 131 
VII 
~ 
t· 
,. 
fi.~·. •,' 
Chapter 4 Stories: Evaluating Characters and Relationships ...................................................... 133 
4.1 Introduction ........... ...................................................................................................... .......... 133 
4 .1.1 Scope and point of view ................................................................................. ... ............... 13 5 
4.1.2 Character, structure and theme ......................................................................................... 135 
4.1.3 Organisation of the current chapter .................................................................................. 137 
4.2 Linguistic resources in storytelling ....................................................................... ................. 138 
4.2.1 Functions of marked Theme ..... .......... ............... ....... ........................................................ 138 
4.2.2 Creating and construing characters .................................................................................. 142 
4.2.2.1 Attribute: personality and defining traits ................................................................. 142 
4.2.2.2 Exemplification: action, reaction and response .............. ................................ ......... 142 
4.2.2.3 Hobbies: likes vs. dislikes ....................................................................................... 143 
4.2.3 Creating and building character relationships ......................... .............................. .. ......... 144 
4.2.3.1 Social: establishing boundaries ................ ............................................. ...... ............ 144 
4.2.3.2 Dysfunctional relationships: conflicts and separations ........................................... 144 
4.2.4 Construing attitudes in stories ................................................................. ......................... 145 
4.2.4.1 Inscribing attitudes ........................................................ .... ............................. ......... 145 
4.2.4.2 Attitudinal dynamics in storytelling ........ .......................... .................................... .. 147 
4.3 Genre: a typology .............................. ........................................................................ ............ 149 
4.3.1 Extra-focal narrative ......................................................................................................... 150 
4.3.1.1 Structure .................................................................................................................. 151 
4.3.1.2 Theme and cultural significance ....................... ................................... ........... ........ 153 
4.3.2 Intra-focal: developmental narrative ................................................................................ 154 
4.3 .2.1 Intra-personal developmental narrative ............................. ............................. ... ...... 155 
4.3.2.2 Interpersonal developmental narrative .................................................................... 159 
4.3.2.3 Summary ................................................................................................................ . 170 
4.3.3 Exemplum ................................ ........................................................................................ 171 
4.3.3.1 Orientation .. ........................ ..................... ...... ................ .............. ... ................ ...... .. 171 
4.3.3 .2 Incident ............................. ................... ............................ ................... ..................... 172 
4.3.3.3 Interpretation ........................................................................................................... 173 
4.3.4 Recount and multiple recounts ......................................................................................... 174 
4.3.4.1 Recount: recording experiences ..................................................................... ...... ... 175 
4.3.4.2 Multiple recounts and focalisation .................. ......................... ....................... ........ 179 
4.3.5 Narrative revisited: towards deconstruction ............................ ......................................... 183 
4.3.5.1 Structure: Extra-focal narrative revisited ................................................................ 184 
4.3.5.2 Theme: characters and intertextuality ............................... ...................................... 187 
4.4 Conclusion .......... ........................ ................... .. .... ........................ .......... .... .. .......................... 191 
ChapterS Intersemiosis: constructing evaluative space ................................................................ 194 
5.1 Introduction ............... ...................................................................................... ...................... 194 
5.2 Intersemiosis: convergence and divergence ........................................................... ................ 196 
5.2.1 Ideational convergence: character representation ............................................................. 197 
5.2.2 Interpersonal convergence: character affect ..................................................................... 198 
5.2.3 Divergence: creating tension in meaning ......................................................................... 200 
5.2.4 Convergence and divergence in an individual story-page .......... .................................. .... 205 
5.3 Logogenesis: convergence and divergence in stages of a story ............................................. 210 
5.4 Case study: construing evaluative space in Gorilla (extending intermodal analysis) ........... 217 
5.4.1 Hannah-father relationship: condition and transformation .............................................. 218 
5.4.2 Hannah-Gorilla relationship: transformation ................................................................... 230 
5.4.3 Summary of case study .................................................................................................... 234 
5.5 Conclusion ......................................................................................... .................................... 237 
Chapter 6 Conclusion and Future Directions ................................................................................ 239 
6.1 Introduction ......................... ......... ............... ...... .................. ................... .......... .................. ... 239 
6.1.1 Visual evaluative meanings ............................................................................... ............... 240 
6.1.2 Verbal evaluative meanings ........... ........................................... ............................ ... ......... 241 
6.1.3 Intermodal evaluation ....................................................................................................... 243 
6.2 Limitations and future directions ........................................................................................... 244 
6.3 Concluding remarks ........................... ..................................................... ...... ............ ............. 246 
References 247 
Vlll 
List of Figures 
Figure 2.1 : Semogenesis (Martin & Rose 2003:267) ................................. ...................................... ... .. 27 
Figure 2.2 System network of VISUAL FOCALISATION (simplified and adapted from Painter 
2007:47) ................. ............................. ...... ......... ... .................... ...... ....... .......................... 34 
Figure 2.3 : AMBIENCE system network (adapted from Painter 2007:92) ....... ......... ... ....................... 38 
Figure 2.4: Stratification for language and image in the current research ............ ................................ 42 
Figure 2.5: Illustrated face .. ............... ............................. ............................................................ ......... . 43 
Figure 2.6: Realising facial affect ......................... .................................. .............................................. 43 
Figure 2.7: Dispersed evaluation in narrative (Labov 1972:369) ..... .......................... .......................... 49 
Figure 2.8: A taxonomy of story family ................... ............ ... ... ............. ... ...... ...... .... ... ... ............. ........ 55 
Figure 2.9: ATTITUDE network ........... ......... .......... ........ .... ............... .... ... ... .......... ............... ....... ... ..... 58 
Figure 3.1: Stratal relationship: expression and content ... ... ................................ .. .... ....... ........... ......... 70 
Figure 3.2: Emoticon ............... ............. ... ..................... ............. ...... ................................. ............... ..... 78 
Figure 3.3 : System network of head orientation in illustration ...................... ............. ......... ... ... ........... 90 
Figure 3.4: System network of eyebrows orientation ............. ......................... ...... ................. ............. . 93 
Figure 3.5: System network of eye orientation .......................................................... ............. .............. 95 
Figure 3.6: Three imagic registers and the system network of eye orientation ..................................... 99 
Figure 3. 7: System network of mouth orientation ... ......... .......... ................... .. ...... .......................... ... . 100 
Figure 3.8: Three imagic registers and the system network of mouth orientation ........... ............ .... ... 103 
Figure 3.9: System network offacia1 articulation ......... ... ................ ............ .... ... ............ .............. ...... 105 
Figure 5.1: Image-verbiage intersemiotic interplay: divergent ................... ....... ................ ...... ... ....... 201 
Figure 5.2: !magic register choices in representing 'father' in Condition (Gorilla) ..... ......... .......... 223 
Figure 5.3: Intersemiotic representation of Hannah's affect in Condition (Gorilla) .... ....................... 225 
Figure 5.4: Convergence and divergence in relation to VISUAL FOCALISATION .......................... 225 
Figure 5.5: lntersemiotic convergence and divergence in representing 'father' from Condition to 
Transformation (Gorilla) ... ... ... ... ..................................... ......... .... ....... ..... ....... .......... .... 228 
Figure 5.6: VISUAL AFFECT - VERBALAFFECT divergence and choices in VISUAL 
FOCALISATION (Gorilla) ... ............... .. ... ....... ........ ... ........... ... .. .... ... ... ... ... .............. .... 232 
Figure 6.1: !magic register shifts logogenetically (Into the Forest) ....... ... ............... .... ....................... 241 
Figure 6.2: Developmental narrative genre within the story family ..... ....................... .. ................... .. 242 
Figure 6.3: Generic structure oflntra-focal developmental narrative ......................... ................ ... ..... 242 
IX 
I· ' 
List of Plates 
Plate I. 1 : A page selected from Voices in the Park ....... .......................................................... ................ l 
Plate 1.2: Story-page: image only (Piggybook) ................... ...................... ....................... ............... ..... 14 
Plate 1.3: Story-page: one or more images and one piece of text (Gorilla) .. .............. ... ............... ........ 14 
Plate 1.4: Story-page: one or more images and one piece of text on each side of the double spread 
(Willy and Hugh) ............................................................................................................. 15 
Plate 2.1: 'contact' in Into the Forest ......................................... ....................................... .................... 34 
Plate 2.2: 'observe' in Willy and Hugh ....................................... ...... ....... ... ...... ... .... ... ....... ... ...... ........... 35 
Plate 2.3: VISUAL FOCALISATION: contact: vicarious (Gorilla) ................. ......... .... ......... .............. 36 
Plate 2.4: VISUALFOCALISATION: observe: vicarious (Gorilla) ....................... ............................. 37 
Plate 2.5: AMBIENCE choices in the third story-page (Piggybook) .................................................... 39 
Plate 2.6: Intersemiotic divergence (Piggybook) ..... ............. ................................................................ 63 
Plate 2.7: Interserniotic convergence (Silly Billy) ......... ...... ...... ............... .... ...... .......... ......... .......... ...... 63 
Plate 3.1: Expressive Robot (Photo taken 22 March 2009 at exhibition 'STAR WARS: Where Science 
Meets Imagination' , 4 December 2008-26 April 2009, Powerhouse Museum, Sydney 
Australia) ......................................................................................................................... 67 
Plate 3.2: Proportion in illustrating faces (frontal) (adapted from De Reyna 1996: 105) ............. ........ 75 
Plate 3.3: Proportion in illustrating faces (profile) (adapted from De Reyna 1996:105) ............. ........ 76 
Plate 3.4: Illustration of eyes: adding dimensions (from De Reyna 1996:108) ............ ...... ..... ............ 77 
Plate 3.5: Head orientation (back) .................................... ...... ................... ....... .......................... ........... 90 
Plate 3.6: Combination of 'turned' and 'tilted' ...................................... ............ ................................. .. 92 
Plate 3.7: Minimalist eyes and their non-directness .............................................................................. 99 
Plate 3.8: Combination of facial feature orientations (Zoo) ..... ....... ... ............ .... ............. .................... 106 
Plate 3.9: Combination of facial feature orientations (Willy the Wimp) .............................................. 107 
Plate 3.10: The blue jacket of Peter the Rabbit ............................................................... .......... .......... 108 
Plate 3.11: Anthropomorphic character and registerial mix (Willy the Wimp) ................ ... ... .............. 109 
Plate 3.I2: Anthropomorphic character and registerial mix (Gorilla) ................................................. 110 
Plate 3.I3: Creating animal character (Zoo) .. ........................................ .......... ..................................... ll2 
Plate 3.14: Iconic representation ofhuman character (Into the Forest) ....................... ... ................... .. 113 
Plate 3.15: Iconic representation of human character (Silly Billy) .............. ....................................... .. 113 
Plate 3.16: Portrait-style representation of human character (Into the Forest) .................................... 114 
Plate 3.17: Cartoon-style representation of human character (Into the Forest) ................................... 115 
Plate 3.18: Face out of co-text and context.. ... ............................................... ........................... .... ...... 130 
Plate 3.19: Facial affect in interaction ................. ............... ....... ............................... ... ........................ 130 
Plate 5.1: Story-page (Willy and Hugh) ............................................................ .................................. I94 
Plate 5.2: Story-page I (Willy and Hugh) ........ .................................................. ................................. I99 
Plate 5.3: Story-page 1 (Silly Billy) ..................................................................................................... 200 
Plate 5.4: First appearance of 'Hugh' (Willy and Hugh, story-page 4) ............................... .... ............ 201 
Plate 5.5: Story-page 5 (Willy and Hugh) ........................................................................ .... ............... 202 
Plate 5.6: Story-page 6 (Willy and Hugh) .. ............. ........................ ............................................ ........ 205 
Plate 5.7: Story-page 3 (Piggybook) ............... ..................................................... ............................... 207 
Plate 5.8: Story-page 1 (Willy the Champ) ............................................................. .............................. 21I 
Plate 5.9: Story-page 15 (Willy the Champ) .................................................... ......................... ... ........ 215 
Plate 5.10: Story-page I (Gorilla) .................. ................................................. ....... ... ...... .......... .......... 2I9 
Plate 5 .Il: AMBIENCE choices on story-page 3 (Gorilla) ............................................. ................... 221 
Plate 5.12: Story-page 14 (Gorilla) ............................................ ......................................................... 227 
Plate 5.13: Crisis stage (Gorilla) ......................................................................................................... 229 
Plate 5.14: Story-page 5 (Gorilla) ......................................................................... .............................. 230 
Plate 5.15: Story-page 6 (Gorilla) ....................................... ................................................................ 231 
Plate 5.16: Story-page 8 (Gorilla) .......................................... ...................................... ....................... 231 
Plate 5.17: Story-page 12 (Gorilla) ................................................................ ..................................... 233 
X 
List of Tables 
Table 1.1: Overview of the investigation of evaluative meanings ........ .............................................. 5 
Table 1.2: Browne's picture books as data of investigation ....... .... ....................... ...... ... ............. ..... 13 
Table 1.3: Isolating faces from story-pages .... ... ............................................ .......... ... ................ ...... 16 
Table 1.4: The total number of illustrated faces in the face corpus .............................. .................... 17 
Table 2.1: Meta functions and the kinds of meanings (after Halliday & Matthiessen 2004:61) ....... 24 
Table 2.2: Context of situation: children's picture book. .......................... ...................... .................. 29 
Table 2.3: Interactive meanings in images (Kress & van Leeuwen 2006: 148-149) ........................ 31 
Table 2.4: Expression and Content deployed in the realisation of facial affect ............. ................... 44 
Table 2.5: Structure of narratives of personal experiences (adapted from Labov & Waletzky 
1967/1997) ....................................................................................................................... 47 
Table 2.6: Labov and Waletzky's (1967) framework on narratives of personal experience (an 
example) (cited in Plum 1988/1998:60) ........... .... ................... ... .......................... ........... 47 
Table 2.7: The 'point' of narrative genres .......................................................... ......... ... .................. 51 
Table 2.8: Family of story genres (adapted from Martin & Rose 2008:52) ..................................... 54 
Table 2.9: Complementary meaning systems across image and verbiage (adapted from Painter & 
Martin in press) ....................... .................................. ....................................................... 61 
Table 2.10: Intersemiotic convergence and divergence ............................................ ......................... . 62 
Table 3.1: Eyes represented as 'two dots' ........................................................................................ 78 
Table 3.2: Adding shape to eyes .................................................................... ................... ................ 79 
Table 3.3: Adding dimensionality .................................................................................................... 79 
Table 3.4: Mouth as 'one line' ...................................................................................................... .... 80 
Table 3.5: Adding shape to the mouth ................................ ...................... ... ....... ...... ... ..................... 81 
Table 3.6: Adding dimensionality to the mouth .................................................................... ... ........ 81 
Table 3.7: Topology: scale of registers in representing faces ..... ...................................................... 83 
Table 3.8: Registerial combinations in illustrating faces ........................... ...................... ................. 85 
Table 3.9: Registerial shift: illustrating 'Mum' in Into the Forest ...................................... .............. 87 
Table 3.10: Registerial shifts in Piggybook ........................................................................................ 88 
Table 3.11: Head orientation (frontal and its sub-categories) ........................... .................................. 91 
Table 3.12: Eyebrows orientations ................................................................... ....................... ........... 94 
Table 3.13: Eye orientations ........................................... .................................. ................ .................. 97 
Table 3.14: Mouth orientations ......................................................................... ................................ 1 01 
Table 3.15: Registerial mix and the construal of a zoomorphic character .. ...... ............... .................. 111 
Table 3.16: Comparison of Minimalist to Generic vs. Naturalistic representation ........................... 112 
Table 3.17: Expressiveness of lines ............. .................................................................. ......... ......... .. 116 
Table 3.18: Expressive lines and emotional 'up and down' (adapted from Adams 2008: 13-14) ...... 117 
Table 3.19: Construal of negative, neutral and positive facial affect in illustrations ......................... 118 
Table 3.20: 'Down'-construing negative facial affect (Willy and Hugh) ............................... ............ 119 
Table 3.21: 'Down' -construing negative facial affect (Into the Forest) ... .......... ..................... ......... 120 
Table 3.22: 'Down'-construing negative facial affect (Voices in the Park) ...................................... 120 
Table 3.23: 'Tears' -construing a 'crying' face (Willy the Wimp) .......... ................... ... ...................... 121 
Table 3.24: Construing neutral facial affect (Zoo) ............................................................................ 122 
Table 3.25: Construing neutral facial affect (Into the Forest) ...... ......... ............. ................ .............. 123 
Table 3.26: Construing neutral facial affect (Piggybook) ......................... ...... ... ............. .................. 123 
Table 3.27: Construing positive facial affect (Zoo) ......... ....... ..................... .... ... ............ .................. 124 
Table 3.28: Construing positive facial affect (Willy the Champ) ...................................................... 125 
Table 3.29: Construing positive facial affect (Willy and Hugh) ....................................................... 126 
Table 3.30: Construing positive facial affect (Zoo) ....................................................................... ... 126 
Table 3.31: Construing a 'mocking' face (Willy the Champ) ........................................................... 127 
Table 3.32: Construing positive self-judgment (Willy the Wimp) ............ ......... ......................... ....... 128 
Table 3.33: Meaning potential of facial articulator movements ............. .......................................... 129 
Table4.1: Marked Theme in Willy series ....................................................................................... 139 
Table 4.2: Daily Cycle in Silly Billy ... ............... .................................................. ........................... 140 
Table 4.3: DAILY CYCLE in Piggybook ............. ...... ........................ ................... ................ ......... 140 
Table 4.4: Establishing hobbies in stories ........................ .............................................................. 143 
XI 
Table 4.5: Creating characters in stories ... ...................... ................................................................ 143 
Table 4.6: Establishing boundaries: the use of absolute pronouns .............................................. ... 144 
Table 4.7: Attitudinal dynamics in Silly Billy .................................................................. ............... 148 
Table 4.8: Transitivity in compounding character relationship ...................................................... 161 
Table 4.9: The separation of the male and the female world (Piggyhook) ..................................... 163 
Table 4.10: Function of story stages in developmental narrative .............. .... ............................. ...... 170 
Table 4.11: Attitudinal dynamic in Willy the Champ ................................... ................ .................... 173 
Table 4.12: Event sequence in Zoo ............. ................................................................ ...... ......... ....... 176 
Table 4.13: Marked Theme and attitudes in Complication (Into the Forest) .................................... 185 
Table4.14: Fairy tales in Into the Forest ............................................................... ........................... 187 
Table 4.15: Overview of generic structure and staging in story corpus .......................................... . 192 
Table 5.1: Complementary semantic systems.................... .... ...................................... ... .. .............. 197 
Table 5.2: Ideational convergence: visual-verbal character representation .................................. . 198 
Table 5.3: lnterserniotic convergence and divergence in Willy and Hugh .. .................................... 203 
Table 5.4: First two story-pages in Piggyhook ............................................. ...... ............................ 206 
Table 5.5: Intersemiotic construction of 'Mrs Piggott' in story-page 3 (Piggyhook) ................ ..... 207 
Table 5.6: Intersemiotic divergence in story-page 1 (Willy the Champ) .... ................................. ..... 211 
Table 5.7: Story-pages in Orientation and Interpretation (Willy the Champ) ...... ........................... 213 
Table 5.8: Interserniotic strategies: convergence and divergence in Willy the Champ ................... 214 
Table 5.9: Illustrating Willy in Orientation and Interpretation ....................................................... 216 
Table 5.10: Intersemiotic representation of character 'Hannah' in Condition .................................. 220 
Table 5.11: lnterserniotic representation of the character 'father' in Condition ............. .................. 223 
Table 5.12: Intersemiotic divergence in representing 'Hannah' in Crisis ......................................... 229 
Table 5.13: The logogenetic representation of Hannah in Gorilla ................................................... 234 
Table 5.14: Hannah-father vs. Hannah-Gorilla (a visual comparison) ............................................. 235 
Table 6.1: Intersemiotic convergence and divergence and their functions ..................................... 244 
Xll 
Chapter 1 
Introduction 
1.1 Introduction- evaluation in a story 
How does a page in a children's picture book (see Plate 1.1) create meaning for a young 
reader? 
'a"ou g•·t some frightful 
type> in the park rhese 
days! I l'allct:l hi~ n:mw for 
what ~•·em.~d like an age. 
Plate 1.1: A page selected from Voices in the Park 
Starting with the image, the story character is illustrated with head and shoulders only. 
Among other things, her face immediately catches the reader's attention. Her head is 
tilted up, with eyes protruding and mouth wide open. This illustration captures a moment 
of anxiety, fear and helplessness, engendering potential emotional responses from the 
reader. 
Moving on to look at the words, there are only two sentences: 
You gel some frightful types in the park these days! 1 called his name for what seemed like an age. 
Simple as those two sentences are, they not only contribute to the creation of a recount of 
personal experience (a visit in the park and what happens there) told from the perspective 
of the depicted character, but also indicate the character's evaluative responses to her 
experience and of her value system in general. For instance, the choice in using the word 
'frightful' in the character's recount strongly points to her negative judgment of people 
who belong to the class below. Frightful, meaning ' terrifying', 'causing intense fear or 
alarm', is a word that moves across the border from describing the character's emotional 
status to revealing her social judgment of others. Furthermore, the use of 'frightful' has a 
strong gender, class and cultural association. It is associated with speakers who are 
English, upper class, middle aged and female. 
The reading of the page certainly does not stop here, and a step further is to consider the 
meaning created through the interplay between image and words. In this page, the 
representation of the character in the image positions the viewer to see/observe the 
character's actions and in particular her emotions. These emotions are inscribed in the 
face: frightened, anxious and helpless. However, these emotions are not inscribed in the 
words accompanying the image, where instead the viewer finds the character's judgement 
of other people. The diversity of meanings construed in the image and the words creates 
an evaluative space for various possibilities of interpretation. The combination of the 
negative facial affect in the image and the negative judgment (in the words) of the others 
in the story world allows the possibility of reading her behaviour itself as excessive and 
her value system as classist. This is a multimodal evaluative effect achieved through 
image-word interaction which can be found in many children's picture books. 
Indeed the children's picture book story is a type of genre that makes use of aesthetically 
pleasing illustrations and succinct words to create evaluative meanings. Insights into the 
role of image-word interplay in picture books can be found in a number of works, such as 
Nodelman (1988), Lewis (2001) and Spitz (1999). They point out the fact that image-
word interaction contributes largely to the meaning-making process in picture book 
narratives. The current research aims to explore how multimodal evaluative effects are 
achieved in selected Anthony Browne's picture books. This involves the investigation of 
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the creation of evaluative meanings - especially affect - in images and in words, 
including literary themes, and the creation of evaluative space in the image-word 
interplay. 
The skilful choices of semiotic resources in images, words and image-word interactions 
in telling stories can be seen as a reading experience presented to the young reader by the 
author-illustrator. Through this experience, the young reader gets a key to the world of 
literacy, gains an experience of appreciating literary and artistic representations and an 
understanding of what is valued in the culture. The investigation reported in this thesis is 
significant for its explication of the semiotic choices contributing to these different 
components of the reading experience. 
1.2 Aims and Objectives 
This research investigates the image-word intersemiotic interplay in creating evaluative 
meanings in Anthony Browne' s picture book narratives. Evaluative meaning refers to 
emotions, judgements and values that are inscribed in texts. This is significant because it 
is through evaluative meanings that we communicate our feelings as well as position 
ourselves in relation to one another (see Bednarek 2006; Martin & White 2005). 
Evaluative meaning is a very important aspect of narratives since stories function to offer 
an affective and moral perspective on experiences (see Martin 1996, 2008). Multimodal 
texts are significant in this because our external experiences are increasingly construed 
with modes that go beyond the verbal and with increasing emphasis on the visual. It is the 
concern of this thesis to increase our understanding of how picture books achieve their 
multimodal evaluative effects, using Anthony Browne's work as an example. 
Multimodal evaluation in this research includes two aspects: emotion (sense) and values 
(sensibility). The depiction of emotion is essential in picture book narratives in triggering 
emotional responses in young readers. The underlying moral message of picture book 
narratives plays a significant role in guiding young readers into acceptable value systems. 
It will be argued in this thesis that as well as the evaluative meanings achieved separately 
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by words and images, the intersemiotic interaction between image and word creates 
evaluative space. The visual and verbal strategies utilised in picture book stories are 
significant, as Spitz (1999) argues: 
My initial hunch is that the popularity of classic picture books derives from their remarkable 
capacity to tap ongoing issues of deep emotional significance for children .... A book may focus 
directly and potentially on a specific emotional and/or social problem, but if it cannot tell a good 
story, provide visual stimulation, and engage its audience in an imaginary world, it will fall by the 
wayside. A book that can do all of the above, on the other hand may teach a child wonderfully rich 
lessons about life and death, about goodness, sadness, evil, conflict, and so on. 
Spitz ( 1999:8) 
Many factors influence the emotional responses to the images in children's picture books. 
These factors include the way that colour is used in setting the emotional key (Painter 
2008). For example, the use of a cold bluish tone expresses the helplessness felt in dark 
moments and the choice of warm red indicates hope in Shaun Tan's picture book The Red 
Tree. These, of course are connotative meanings of colours. The linking and 
interpretation of emotion with colours are culturally coded. One of the functions of 
children' s picture books is to teach this culture coding and cultural interpretation of 
colour and colour choices. Influential factors also include the content of the depiction. 
For example, Beatrix Potter's humanised rabbit, Peter, certainly creates a different 
emotional response from John Burningham's character, Granpa. However, perhaps the 
most significant factor in creating emotional responses is the representation of the 
characters ' facial expressions. In picture book stories, the character's emotion can be 
interpreted as confident or insecure, happy or hurt, open or withdrawn through the 
illustration of the face and facial expressions. These illustrations can contribute greatly to 
the elicitation of emotional responses. A significant part of this thesis therefore explores 
the depiction of faces, facial expression (henceforth facial affect) and the evaluative 
meanings conveyed by choices of various representations of faces in a selection of 
Browne's picture book narratives. Here l have to emphasise that the aim of this thesis is 
to investigate semiotic choices (image, text and image-text interaction) made in 
children's picture books, using Anthony Browne's works as a sample. The significance of 
the thesis lies in its investigation and application of semiotic theory. It does not intent to 
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conduct literary studies or literary (historical) comparison on children's picture books. 
Neither does the thesis intend to adopt a cross-cultural standpoint for the investigation. 
The aim of the research is to investigate how multimodal evaluative effects can be 
achieved in children's picture books. To answer this question, this research breaks this 
task down into the following aspects (see Table 1.1 for a summary): 
• Evaluative meanings in the visual images, in particular facial affect that is created 
in the image; 
• Evaluative meanings in the verbal texts, in particular attitude that is inscribed in 
the words. That is, how the linguistic choices made in telling the stories contribute 
to the construal of the emotional status of the character, the generic staging in 
storytelling in relation to the construal of literary ' theme' (Hasan 1985) or the 
'underlying message '(Martin 1996, 2008); and 
• Evaluative meanings in the image-word interaction, in particular evaluative space 
that is created through the intersemiotic interplay. That is, how the intersemiotic 
interaction between the facial affect and verbal affect creates evaluative space. 
Table 1.1: Overview of the investigation of evaluative meanings 
Chapter Type of meaning Aspects investigated 
Three Evaluative meanings (visual) Construal of facial affect: 
1. Expression plane 
2. Content plane 
Four Evaluative meanings (verbal) Construction of 'theme' or 'under-
lying message' : 
1. Generic structure of stories 
2. Prosodic realisation of 
evaluative meanings in 
stories 
3. Projection of theme 
Five Evaluative meanings (visual-verbal Creation of evaluative space in inter-
interaction) semiotic interplay 
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1.3 Research motivation and rationale 
What is a children's picture book? Why study children's picture books? Why choose one 
single author-illustrator to gain more insight into this genre? This section aims to answer 
these questions and provide the motivation for the study as well as the rationale behind it. 
In defining picture books, Bader (1976) writes: 
A picture book is text, illustrations, total design; an item of manufacture and commercial product; a 
social, cultural, historical document; and foremost, an experience for a child. As an art form it 
hinges on the interdependence of pictures and words, on the simultaneous display of two facing 
pages, and on the drama of the turning of the page. 
Bader (1976: 1) 
The modem picture book blossomed with the advancing of printing technology, in 
particular the development of colour printing technology (see Hunt 2001:290, Lewis 
2001: 138-144). Since the 1990s especially it has also become a subject of academic study 
in various disciplines, such as, fine arts (Doonan 1993 ); cultural studies (Bradford, 1998; 
Dong 2006); children's literature and education (Hunt 1994, 1999; Lewis 2001; Stephens 
1992); ethnography(Mallan 1999; Nichols 2002); pedagogy(Cleverley & Phillips 1987; 
Demers & Moyles 1982) and psychoanalysis (Bosmajian 1999; Crago 1999; Spitz 1999). 
Among many issues considered in these studies, common concerns are the understanding 
of how picture books achieve their effects through image-word interplay and the 
explication of underlying themes and messages. This will be elaborated on in Section 
1.3.1 where two dimensions of the educational function of children's picture books are 
discussed. In Section 1.3.2 the rationale for choosing Browne's stories will be provided. 
1.3.1 Picture books: to educate and enculturate 
Texts produced for children often function simultaneously to entertain and to educate (see 
Nodelman & Reimer 2003, Chapter 12). The current research acknowledges the 
importance of the entertaining function; however, due to the limitation of space it 
concentrates on the educational function, which includes two dimensions. The first 
dimension regards the picture book as a tool of early literary education and a significant 
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medium that introduces the young to the literary world. The second dimension perceives 
the picture book as a tool of enculturation and a vehicle for carrying as well as passing on 
cultural and social values from one generation to the next. 
Ever since its first appearance, the children' s picture book has been a significant medium 
for bringing young readers into the literary world. As Stephens ( 1992) comments, 
' . . . usually the first contact a child has with books is with picture books, which remain the 
principle literary form up to and beyond the age at which children master literacy for 
themselves' (Stephens 1992:158). Picture books function as such a significant medium by 
introducing the young to complex strategies for interacting with texts, apprenticing them 
into the understanding and appreciation of these texts. Considering this aspect, Nodelman 
& Reimer (2003) argue that children' s picture books are ' an especially effective way to 
introduce readers to more complex strategies for interacting with texts, such as point of 
view, thematic structure, or considerations of irony' (Nodelman & Reimer 2003:299). 
This dimension of the educational function of the children's picture book is closely 
related to the increasing significance of non-logocentric literacy. The contemporary 
world is obviously the era of images. We are often surrounded by texts that include but 
go far beyond just language. In our everyday life we are surrounded, for example, by TV 
programs including images, sound and speech, as well as by newspapers and magazines 
that celebrate the interplay of the visual and the verbal. As Unsworth (2008b) states, 
. .. the role of images relative to print in the communication of meanings in paper media is assuming 
greater prominence in texts of popular culture and professional, civic and social life and in school 
curriculum and educational materials more generally. 
Unsworth (2008b:6) 
As a genre which strongly relies on the interdependence of the visual and the verbal to 
achieve its effects, the children's picture book is an important medium for the 
development of multi-literacy. Therefore, it has gained increasing attention and become a 
good site for the examination of image-word relationships (see, for example, Hunt 2001 ; 
Nodelman 1988). 
7 
These studies illustrate and comment on the contribution of image-word interplay in 
storytelling. As Nodelman (1988) puts it, '[studies] reveal much about the different ways 
in which words and pictures contribute to the total effect of a picture-book narrative' 
(Nodelman 1988:193). Emphasising the importance of the effect achieved through 
image-word interplay in storytelling, Agosto (1999) distinguishes between picture books 
that are 'twice-told tales' and those that are 'interdependent tales' . Agosto (1999) defines 
the former as 'the stories (that) are told twice, once through text and once through 
illustration. The reader can comprehend such stories either through the words or through 
the pictures' (Agosto 1999:267; emphasis added). In his discussion of the latter (Agosto 
1999) argues, 
... this interplay (synergy between image and word) reveals a more meaningful story than the mere 
summation of the story that the text tells plus the story that the illustrations tell. In interdependent 
tales, synergy plays the primary storytelling role, and without considering the synergy between 
words and pictures, a reader cannot discern the book's story. 
Agosto (1999:268) 
Many types of image-word interaction can be found in picture books. In illustrating the 
diversification ofthis interaction, Hunt (2001) is worth quoting at length: 
Do the pictures add to the ambiguity of the words (for example, Quentin Blake's (q.v.) and Russel 
Hoban's (q.v.) How Tom Beat Captain Najork and his Hired Sportsmen; or do they fix a specific 
image which bas not been fixed by the words (any illustration which shows a face), thus limiting the 
imagination, or the opportunity for the imagination to interpret the words? Do they contradict the 
words (Margaret Gordon's Wilberforce series uses this device), add new dimensions to the words 
(Anthony Browne's Piggybook) or a second story (Philippe Dupasquire's Dear Daddy), or do they 
apparently have virtually nothing to do with the words (David McKee's surreal I Hate My Teddy 
Bear). Do they have symbolic relationships to the words (Maurice Sendak's Where the Wild Things 
Are), exist in ironic contrast to them (Julia Viva's The Nativity) or provide closure of verbal elisions 
(John Burningham's Grandpa? Or Werner Holzwarth and Wolf Erlbruch 's scatological The Story of 
the Little Mole Who Knew it was None of his Business). Or to invert the relationship, do the words 
provide a key to the implications of the picture (Chris van Allsberg's The Mysteries of Harris 
Burdock), or are they an indicator of significance (Janet and Allan Ahlberg's Each Peach Pear 
Plum)? 
Hunt (200 1 :288-289) 
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The diverse and dynamic image-word interaction can clearly contribute to different 
effects achieved in picture book narratives. The Wagnerian term 'Gesamtkunstwerk' 
(Steiner 1988 cited in Sipe 1998) has been used to capture the distinctiveness of 
image/word interaction and its effect achieved in picture books. Sipe (1998) writes: 
Wendy Steiner, a literary and aesthetic theorist, argues that "the illustrated text is a 
Gesamtkunstwerk, a mixture of artistic media epitomized in Wagnerian opera", and like opera, is a 
"gesture toward semiotic repleteness, combining several kinds of sign types and having them 
comment on each other". 
Sipe { 1998: 1 00) 
In sum, valuable insights into the role of the visual and the visual-verbal interaction in 
picture books can be found in a numbers of sources. However the literature does not offer 
systematic and replicable kinds of analysis that are well-suited to a focus on evaluative 
meanings. With this goal in mind, a social semiotic framework will be used in this study 
to investigate the visual strategies and visual-verbal interactions used in creating 
evaluative meanings in picture books. This will be taken up in Chapter 2. 
The second dimension of the educational function of the children' s picture book is that it 
can be seen as a tool for enculturation and socialisation. This is achieved by the telling of 
stories which cover a wide range of themes, providing guiding principles, for example, on 
how to view the world, how to behave, how to facilitate interaction and communication 
with others and how to resolve conflicts and problems. For instance, Martin' s (2008) 
discussion of the canonical picture book Photographs in the Mud demonstrates various 
visual and verbal strategies used in the text in aligning the reader to 'foster reconciliation 
as part of an ongoing healing process rehabilitating Japanese-Australian relations 
following WWII' (Martin 2008:112). 
Insights into the enculturating and socialising nature of children's picture books (or 
children's literature in general) can be found in a number of scholarly works, such as 
Demers and Moyles (1982), Sarland (2005), Spitz (1998) and Stephens (1992), all of 
which point out that though texts produced for children are sometimes assumed to be 
'simple' in structure and 'innocent' of the grown-up's worldly issues, they deploy various 
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strategies, in particular narrative strategies, to reinforce or challenge the norms and values 
which legitimise/naturalise the socio-political system. Stephens (1992) succinctly maps 
out how stories can be seen as a tool of socialisation and enculturation: 
The use of story as an agent of socialization is a conscious and deliberate process. In practice it 
ranges from the didactic extremes of 'bibliotherapy', books which purport to help children confront 
and deal with specific problems in their lives (death of a close relative; parental separation; starting 
at school, etc.), to books with no obvious intent to be exemplary. Every book has an implicit 
ideology, nevertheless, usually in the form of assumed social structures and habits of thought. The 
second kind of book can be the more powerful vehicle for an ideology because implicit, and 
therefore invisible, ideological positions are invested with legitimacy through the implication that 
things are simply 'so'. 
Stephens (1992:9) 
In respect of the enculturation and socialisation function of the children's picture book, 
studies have shown that the way in which a story is structured can contribute to an 
understanding of its underlying messages (see Gill 2002; Nodelman & Reimer 2003). 
The 'genre' approach of Systemic Functional Linguistics (SFL) has particular value here 
in its account of the generic structures of different types of story in order to understand 
the underlying messages and significance of stories (Martin &Rose 2008; Martin 2008). 
This will be discussed in detail in Chapter 2. 
In sum, picture books are produced for an audience beginning to enter the literary world 
as well as grappling with self-other and self-world interaction. The current research 
focuses on the analysis of Browne's work and investigates how picture books achieve 
these evaluative effects in their images, storytelling and image-word interplay. Before 
providing more detail of the current research, I wilJ briefly introduce Browne's work and 
research focused on his work in Section 1.3.2. 
1.3.2 Anthony Browne's picture books: exemplary texts 
From the many picture books available, this study chooses to focus on picture books 
written and illustrated by Anthony Browne. Browne is an internationally well-known and 
award-winning author-illustrator with around 44 picture book titles to his name thus far 
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in his career (see Appendix 1.1 for a list of Browne's publications and awards won). His 
works have gained significant recognition in the publication industry and popularity 
among his readers. In the promotional material issued by Walker Books, Browne is 
introduced as follows: 
Anthony has won many prizes for his work, including the Kate Greenaway Medal (twice) and the 
Kurt Maschler Award (three times). In 2000, he received the highest international honour for 
illustration, the Hans Christian Andersen Award, for his services to children's literature - the first 
British illustrator to win the prize since 1956. He has also been announced as the 2009-2011 
Children's Laureate, which is an enormous honour, but mostly a testament to his body of work. 
(Walker Books. Retrieved 08/04/2010 from 
http://www. walkerbooks.com.au/ Authors and Illustrators/ Anthony-Browne) 
Browne's picture books are often considered as 'upmarket' in nature. At the time of the 
current research, Browne's work is nowhere to be found in any supermarkets in Sydney, 
unlike other, 'cheap' picture books. They are often found in local council libraries or in 
'good' bookstores like Gleebooks, Borders and Dymocks. These are books of the canon, 
targeting the middleclass and the educated and receiving critical attention from the 
academy (see Bradford 1998; Doonan 1993). 
Browne's children stories are selected for close examination in the current research not 
only because of his critical standing but also because of the strength of his repertoire in 
deploying visual and verbal strategies in creating emotional and evaluative responses and 
his popularity with children. In Styles and Arzipe's (2001) ethnographic investigation of 
children's responses to Browne's Zoo, for example, it is found that 'the children read 
emotion in Browne's pictures with great subtlety' (Styles & Arzipe 2001 :268). Doonan 
(1999) comments not only on Browne's merit as a picture book creator but his extensive 
imagic and storytelling repertoire, his distinctive style and his pedagogic intentions: 
Anthony Browne has been creating picture books for just over twenty years, and anyone attempting 
a critical survey of his work is faced with a problem in selection, for there are not only many 
interesting examples but also many outstanding ones. In his picture books, Browne develops more 
complex ways of visual structuring and of varying the relationships of words and images. All his 
picture-book texts require his audience to have knowledge of other texts and discourses--folk and 
fairy tales, classics, and his own works; fine art, cinema, comics, advertisements-the intertextual 
process is his whole business. Browne has created his own kind of reader--even a young child, 
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having seen only one or two of his books, will subsequently recognize his style and look for the 
particular experiences he contrives. 
Doonan ( 1999:30) 
Browne's picture books often thematise social relationships, with a great consideration of 
the self, self-other and self-world interactions. As Bradford (1998) comments: 
... Browne's work demonstrates an intelligent observation and representation of gender politics, and 
his treatment of father figures inevitably involves the consideration as well of his representations of 
women and the feminine, since many of his books are concerned with relationships and power 
structures within families. 
Bradford (1998:80) 
Similar to the point Bradford ( 1998) makes, Doonan ( 1999) also notices a prominent 
theme of Browne's work when she states, ' in the first decade, he (Browne) produced a 
body of work that is unified by his distinctive style and theme, with stories about social 
relationships, having generally domestic settings, and with personal resourcefulness as a 
constant value' (Doonan 1999:30). 
In sum, Browne's work can be seen as pedagogic in nature. His books are particularly 
strong in the image-word interplay guiding and leading the young into the literary world. 
They are also strong in dealing with themes in relation to interpersonal relationships, 
socialising the young into the understanding of self, self-other and self-world 
interactions. The current research will investigate in detail the visual, verbal and visual-
verbal interaction strategies utilised in creating evaluative meanings in a selection of 
picture books from Browne's repertoire. 
1.4 Overview of Methodology 
This section provides an overview of the data selection and design of the current study. A 
corpus of ten picture books written and illustrated by Anthony Browne was selected for 
investigation. Browne started his career as picture book author-illustrator in the 1970s, 
and began to form his own personal style in the early 1980s. The corpus of selected 
stories from Browne's picture books covers the period from his award-wining Gorilla 
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produced in 1983 to the popular Silly Billy produced in 2006. Table 1.2 lists the ten 
picture books selected for examination, showing the year of publication and the targeted 
age group. 
Table 1.2: Browne's picture books as data of investigation 
Year Picture books Target age group 
2006 Silly Billy 4-7 years 
2004 Into the Forest 4-8 years 
1998 Voices in the Park 5-9 years 
1998 Willy and Hugh 4-8 years 
1995 Willy the Wizard 4-8 years 
1993 Zoo 5-9 years 
1986 Piggy book 4-7 years 
1985 Willy the Wimp 4-8 years 
1985 Willy the Champ 4-8 years 
1983 Gorilla 4-7lears 
These picture book stories are produced for children aged 4 to 10, which covers the years 
from Kindergarten (or pre-school in some Australian states) up to year 2 or 3 in the 
Australian primary school education system. This is the period when children gain a 
significant introduction to literacy and their preparation for the literary world. 
These picture books are chosen because they have a strong focus on interpersonal issues 
such as self-development, self-other and self-world interaction. These issues are carried 
in Browne's work particularly through the construction of characters, characters' feelings 
and their personalities. They are also realised in the construal of character relationships. 
These picture books consider how social interactions are facilitated, communicated and 
negotiated. At the same time they illustrate the evaluative responses of the characters in 
relation to all those processes of interpersonal interaction. 
Before describing how Browne's picture books are examined in this research, the concept 
of 'story-pages' is introduced here. In reading a picture book, every opening or page-tum 
gives us a double spread that is a new 'story-page'. Sometimes a story-page will 
comprise a single image spreading across the gutter (see Plate 1.2). Alternatively a story-
page can contain one or more images and a piece of verbal text (see Plate 1.3), or else it 
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may have both image/s and verbal text on each side of the gutter in a double spread (see 
Plate 1.4). 
Plate 1.2: Story-page: image only (Piggybook) 
,.._...,...,._"'" .... -·-...-.· 
~.,no.- .............. _, .. dRw piclura ol 
ptlla aut .. had lln"D seal • raJ piD.a 
Hn tMdwr cbd.a'• ....... tlllw .., .... lt.hn 10--- ... dw 
.oo lt.- ._. • . , luw a..- '-ay&Wna 
Plate 1.3: Story-page: one or more images and one piece of text (Gorilla) 
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Can I be .-fan> heir?• uud \\:'illy, and he 
c.udull\· mo\'ed lhe •l'l<k-r out of the "")' 
\\'illy felt 4uite rl<ascd ""h !urn-elf. 
"SI1211 "e meet ur tomoi'TO\O·>· asked II ugh 
"Yes, !hot .,,...,uld be grat,W uld Willy. 
Plate 1.4: Story-page: one or more images and one piece of text on each side of the 
double spread (Willy and Hugh) 
In a picture book, before the story starts, there is usually a dedication page, a copyright 
page and a title page. On these pages, there are to be found images, words and, of course, 
art work. The dedication, copyright and title page in picture books function as 
'foreshadowing' the story, especially in the case of the images in these elements of 
Browne's books. However, in the selected corpus of picture books, these pages do not 
contribute to the telling of the actual story, and therefore, they are not considered in the 
analyses presented here. As picture book pages have no numbers, in the current research 
numbering will be done according to story-pages. 
In order to examine the construal of evaluative meanings in images, the study focuses on 
the investigation of faces and the construal of facial affect. To facilitate this investigation, 
a 'face corpus' is created, from which descriptions and generalisations can be drawn; the 
details of the face corpus are presented in Section 1.4.1. To examine the evaluative 
meanings in the verbal component of the stories, the study isolates stories (told in words) 
from the story-pages, and a 'story corpus' is presented in Section 1.4.2. 
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1.4.1 The face corpus 
The face corpus created for the study is sourced from the selected ten picture books 
illustrated by Anthony Browne. In order to study how semiotic resources are deployed to 
construe faces and facial affect, the illustration of a character's face is isolated from the 
story-page by zooming in on the character's face and cropping the image to head and 
shoulders only. Table 1.3 provides an example of how the illustrated face of the character 
Willy is cropped from the actual story-page and isolated from its context. 
Table 1.3: Isolating faces from story-pages 
...-.,~ .............. -
...,-.a . ...., b.c ~ .... 
...... , .... _bod:td 
__ .. __ 
""(JII.I .. _,!"'" 
h-·--•-lbiiMIL 
Isolated i 11 ustration of face 
This method of collecting illustrations of faces applies to all ten selected picture books of 
Browne's. Table 1.4 provides the number of illustrated faces collected from each picture 
book. All in all, the face corpus is made up of 484 illustrations of faces (the corpus is 
found on the CD-ROM provided with the thesis). A detailed analysis of each face is 
presented in Appendix 3.2, and a comprehensive discussion of faces and facial affect is 
presented in Chapter 3. 
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Table 1.4: The total number of illustrated faces in the face corpus 
Total: 
Picture book 
Gorilla 
Into the Forest 
Piggybook 
Silly Billy 
Voices in the Park 
Willy and Hugh 
Willy the Champ 
Willy the Wimp 
Willy the Wizard 
Zoo 
Illustrated faces 
66 
26 
37 
64 
35 
49 
62 
36 
66 
43 
484 
It is important to point out here that the main focus of the thesis is 'meaning' and 
'meaning potential'. Therefore, though 10 Browne's picture book would be considered as 
'small corpus' in literary studies or literary comparison, which is beyond the scope of the 
current thesis, the corpus of meanings that are identified in close semiotic analysis is 
'big'. For example, as we have seen here, stemming from Browne's ten picture books, I 
have established a face corpus that contains 484 images of different styles of illustration 
of faces. The close investigation of facial feature articulators (i.e. , eyebrows, eyes, nose 
and mouths etc.) further expands the corpus. Furthermore, I have to emphases that the 
system network of facial feature articulation this research intends to produce will be 
generated from these corpuses, relying on detailed and close investigation of semiotic 
resources, choices made and the sorts of meanings they could generate. The system 
network of facial expression generated from this face corpus is intended to be able to 
apply to all types of illustrated faces in children's picture books and beyond, i.e., 
animated faces . 
1.4.2 The story corpus 
The telling of stories is another important component of picture book narratives and this 
research also isolates the words (henceforth 'verbiage') from each of the ten stories in the 
story corpus. The linguistic analysis focuses on two aspects: evaluative meanings and the 
overall generic structure. In doing this it will illustrate how the text is organised to guide 
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the young reader to the interpretation of its literary theme. This is significant since the 
literary theme reflects the value and preferred behaviours in society ( cf. Section 1.3 of 
this chapter). As Hasan ( 1985) argues, 
... theme is the deepest level of meaning in verbal art; it is what a text is about when dissociated 
from the particularities of that text. In its nature, the theme of verbal art is very close to a 
generalisation, which can be viewed as a hypothesis about some aspect of the life of social man. 
Hasan (1985:97) 
The story corpus can be separated into two sub-groups. The first group is centred around 
one single character and the character's experiences. This group includes the picture 
books Silly Billy, Willy and Hugh, Willy the Wizard, Willy the Wimp and Willy the 
Champ. As the titles suggest, these five picture books tell the stories of the characters 
Billy and Willy. Four out of five books focus on the character's characteristics or 
personality. For instance, Billy as silly, Willy as a wimp, as a champ and as a wizard. 
Willy and Hugh, as the title suggests, starts to deal with the self-other issue, though still 
centred around the character Willy. These picture books deal with the 'self through 
characters that the young reader can or is willing to identify with. The second group 
considers self-other and self-world relationships. The picture books in this group include 
Into the Forest, Voices in the Park, Zoo, Piggybook and Gorilla. These books set in the 
domestic arena and deal with the relationships of its characters within families. 
In order to study how linguistic resources are deployed to construe evaluative meanings, 
the verbiage is isolated from the story-page for examination, leaving out the images. 
Linguistic approaches to narrative as well as appraisal analysis are applied in the 
examination ( cf. Chapter 2). The ten stories are reproduced in Appendix 1.2. A detailed 
discussion of these stories is presented in Chapter 4. 
1.5 Overview of the thesis 
In the context of the increasing use of multimodal texts in every domain of our lives and 
the significance of multi-literacy, children's picture books are celebrated for their rich 
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emotional repertoire in images, their wide range of themes and their social as well as 
cultural concerns in storytelling, and their strategic interplay of the visual and the verbal 
in creating meanings. This research focuses on the investigation of faces in images, on 
generic structures and literary themes in verbiage and on the interaction of facial and 
verbal affect in intersemiotic interplay. 
The thesis is divided into five further chapters. 
• Chapter 2: Theoretical foundations - Sets up the theoretical foundations 
underpinning this research. First, it reviews the literature of the social semiotic 
approach to the investigation of images, in particular the construal of evaluative 
meanings in images. Second, it provides a historical account of the linguistic 
approach to the study of narrative. Third, it reviews the literature of the 
investigation of intersemiotic interactions in construing evaluative meanings. 
• Chapter 3: Faces and facial affect- Examines and discusses the face corpus. It 
explores how semiotic resources are deployed in constructing faces and realising 
facial affect in selected picture books by Anthony Browne. 
• Chapter 4: Stories: the 'self' and 'the other' - Introduces the picture book 
stories and examines their generic structure, their creation of evaluative meanings 
and their literary themes. 
• Chapter 5: Intersemiosis - Identifies, describes and exemplifies two types of 
visual-verbal intersemiotic interactions. How these two types of intersemiosis can 
contribute to the creation of evaluative meanings/space is explored. 
• Chapter 6: Conclusion and implications for future directions - Discusses the 
outcomes and implications of this research in relation to its contribution to the 
fields of multi-literacy (in particular visual literacy), narrative studies (linguistics 
approach) and semiotic research, pointing towards future directions for research in 
those areas. 
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Chapter 2 
Theoretical Foundations and Methodological Implications 
2.1 Introduction 
The purpose of the current chapter is to set up the theoretical bases for the investigation 
of multimodal evaluation in Anthony Browne's picture books. So far the creation of 
evaluative meanings in multimodal stories has not been investigated thoroughly. There 
are three aspects that will be taken up in the current research. The first aspect concerns 
the creation of evaluative meanings in images, which investigations to date have mainly 
considered in terms of the participant-viewer relationship; see the interactive system in 
Kress & van Leeuwen (2006) and character focalisation in Painter (2007). The current 
research extends and elaborates the investigation of evaluative meanings in images by 
concentrating on bow affect is realised in illustrated faces. 
The second aspect ofthe study concerns the creation of evaluative meanings in children's 
picture book stories. Generic staging and appraisal have been proved to be useful tools in 
understanding evaluative meanings in texts (Martin & Rose 2003; Martin & White 2005). 
Previous studies have concentrated on data such as spoken texts (Plum 1988/1998) and 
the generic staging in children's writings (Rothery 1995). An appraisal framework has 
been largely used in the examination of media texts (Bednarek 2006; Martin & White 
2005) and academic writing (Hood 2007). The current research extends the application of 
the appraisal framework to fictional narratives. The third aspect of the study concerns the 
creation of evaluative meanings through the inter-semiotic interplay between the visual 
and the verbal in stories. In particular this thesis concentrates on how facial affect in 
images co-articulates with attitudes inscribed in the verbiage. Furthennore, it considers 
how visual affect-verbal affect interaction can be investigated alongside other systems, 
such as visual focalisation, and in relation to the generic staging in stories. 
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The current chapter is organised as follows: Section 2.2 maps out the social semiotic 
theory that this research draws on. Section 2.3 reviews the multimodal framework used in 
the analysis of images, in particular evaluative meanings in images (or multimodal texts). 
Section 2.3 also proposes a stratified model for the description and investigation of the 
construal of evaluative meanings, mainly facial affect in images. Consistent with the 
framework used in the investigation of images, in this study a linguistic approach is taken 
in the analysis of fictional narratives. Section 2.4 provides a historical account of the 
study of narrative structure and evaluative meanings from a linguistic perspective, from 
Labov & Waletzky's (1967/1997) linguistic framework for the study of oral narratives of 
personal experience to the SFL genre approach to the study of the 'story family' 
consolidated in Martin & Rose (2008). Section 2.5 provides the theoretical and analytical 
bases for the investigation of intersemiotic interplay. 
2.2 Social semiotic theory 
Given the existence of many competing theoretical assumptions informing the study of 
semiotics (see Cobley 201 0; Innis 1985), it is essential to set out the theoretical 
parameters for the current research. This thesis adopts the social semiotic theory 
developed in the systemic-functional linguistic (henceforth SFL) paradigm. This social 
semiotic theory was developed by Halliday (1978, 1985), Halliday and Hasan (1976), 
Martin (1992) and Matthiessen (1995), mainly concentrating on language as the object of 
study. This theoretical framework is relevant to the current investigation as it has been 
widely applied in the investigation of semiotic modes beyond language (or non-verbal 
modalities) since the 1990s. The nature of the data requires a theory that can provide an 
account of meanings made in two distinctive modes. Three concepts are essential to the 
understanding of social semiotic theory in the SFL tradition: metafunction, 
register/context and semogenesi/. The current section deals with these concepts in detail, 
1 The current thesis works within the tradition of social semiotic theory and it considers the application of 
the theory. The use of SFL terminologies clarifies the concepts involved, setting the boundaries of what is 
taken into the consideration. It values close reading, systematicity, variable, pattern and models of analysis. 
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mapping out how they are relevant to the subject of the current research, the construal of 
multimodal evaluation in Anthony Browne's picture books. 
2.2.1 Three metafunctions 
SFL social semiotic theory invites us to see language in terms of function. The question 
of function orients us to the question 'How is language usee!?' in different social 
contexts. SFL posits three metafunctions: ideational, interpersonal and textual 
metafunction (Halliday 1985). 
The ideational metafunction considers language as the representation of and reflection on 
human experience. In Halliday's own words: 
Language has to interpret the whole of our experience, reducing the indefinitely varied phenomena 
of the world around us, and also of the world inside us, the processes of our own consciousness, to a 
manageable number of classes of phenomena: types of processes, events and actions, classes of 
objects, people and institutions and the like. 
Halliday ( 1978:2 1) 
The ideational metafunction can be further sub-divided into two components: the 
experiential and the logical metafunction. The experiential metafunction is concerned 
with the representation of experience in terms of, firstly, what is happening (i.e., actions, 
events, states, relations). Secondly, it considers who is/are involved in these happenings 
(i.e. , persons, social groups, institutions, animate and inanimate objects, abstractions). 
Thirdly, it is also concerned with the circumstantial features of what is happening (i.e., 
time, space, extent, cause and manner, etc.). The logical metafunction is concerned with 
recursive logical relations among the above-mentioned patterns of experience. 
The interpersonal metafunction considers language ' from the point of view of its function 
in the process of social interaction' (Halliday 1985 :20). Halliday (1978) defines the 
interpersonal metafunction in the following way: 'language has to express our 
participation, as speakers, in the speech situation: the roles we take on ourselves and 
impose on others; our wishes, feelings, attitudes and judgements' (Halliday 1978:21- 2). 
The systematicity of close investigation enables the models to be consistently applied across various types 
of data. 
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According to this definition, the interpersonal metafunction has two concerns. The first 
concern is with the social roles speakers take up in speech situations (interactive 
meanings), while the second concern is with the expression of attitudes by speakers 
(evaluative meanings). The current study is mainly concerned with the second aspect of 
the interpersonal metafunction. To account for the expression of attitude (evaluative 
meanings), Martin (1991, 2000), White (1997, 1998) and Martin & White (2005) have 
developed an APPRAISAL framework. The APPRAISAL framework orients SFL theory to a 
more lexically oriented point of departure, positing systems that describe how 
participants are feeling, judging and appreciating. This framework also contributes to the 
understanding of the values speakers/authors place on the various phenomena of their 
experience. Since APPRAISAL will be dealt with in detail in Section 2.4.3 of this chapter, 
it will not be explored in depth here. 
The textual metafunction deals with the question of how a text (either spoken or written) 
is organised into a meaningful whole. To use an analogy, if we view a text as a carpet, the 
textual metafunction considers how different threads of discourse are woven together. 
Specifically, the textual metafunction is concerned with two issues. The first issue is how 
infonnation is patterned, and the second is how a text relates to the context around it. 
Halliday (1978) defines the textual metafunction as follows: 
The textual component represents the speaker's text-forming potential; it is that which makes 
language relevant. This is the component which provides the texture; that which makes the 
difference between language that is suspended in vacue and language that is operational in a context 
of situation. It expresses the relation of the language to its environment, including both the verbal 
environment - what bas been said or written before - and the non-verbal, situational environment. 
Hence the textual component has an enabling function with respect to the other two; it is only in 
combination with textual meanings that ideational and interpersonal meanings are actualized. 
Halliday (1978:112-13) 
The three metafunctions and the kinds of meanings they define can be summarised as in 
Table 2.1. 
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Table 2.1: Metafunctions and the kinds of meanings (after Halliday & Matthiessen 
2004:61) 
Metafunction (technical name) 
experiential 
Logical 
Interpersonal 
Textual 
Definition (kind of meaning) 
construing a model of experience 
construing logical relationships 
enacting social relationships 
creatin.s_ relevance to context 
The meanings made in all three metafunctions are mapped onto one another 
simultaneously in any text. In terms of the inter-relationship between the three 
metafunctions, these three strands of meaning are all interwoven in the fabric of the 
discourse. As Halliday ( 1985) notes, 
Every sentence in a text is multifunctional; but not in such a way that you can point to one particular 
constituent or segment and say this segment has just this function. The meaning are interwoven 
together in a very dense fabric in such a way that, to understand them, we do not look separately at 
its different parts; rather, we look at the whole thing simultaneously from a number of different 
angles, each perspective contributing towards the total interpretation. That is the essential nature of a 
functional approach. 
Halliday(1985:23) 
In the current research, the three metafunctions are considered to be inherent in all 
instances of communication, though my study has a strong emphasis on the interpersonal 
one, in particular in its evaluative aspect. 
2.2.2 Context and Register: field, tenor and mode 
The second aspect of the SFL approach of language that I will consider here are the 
notions of context and register. Apart from the functions of language, SFL has also 
investigated the context in which language plays a part. This section first briefly 
introduces the concept of context, including context of culture and context of situation, in 
the SFL tradition. Then the related concept of register will be introduced. 
Systemic approaches to context derive from the work of the anthropologist Malinowski 
(1923, 1935) who argues that texts have to be understood in relation to their context of 
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situation and their context of culture. Malinowski (1923, 1935) develops these ideas in 
particular with respect to the problem he encountered in the field of translating specific 
texts in particular contexts. The problem of developing the notion of context more 
abstractly as a level of language was left mainly to the work of Firth (1950, 1957a, 
1957b). 
Developing Halliday (1978), Martin (1992) proposes viewing context from two different 
perspectives, one from the standpoint of language and the other from the standpoint of 
culture. As Martin ( 1992) argues, 'seen from the perspective of language, context can be 
interpreted as reflecting metafunctional diversity and seen from the perspective of culture 
on the other hand, context can be alternatively interpreted as a system of social processes' 
(Martin 1992:494). 
Three basic situational variables (or register variables) are used in SFL to characterise the 
context of situation: FIELD, TENOR and MODE. The concept of register is introduced here 
following Halliday (1978), who outlines the semiotic structure of context as follows: 
The semiotic structure of the situation is formed out of the three sociosemiotic variables of field, 
tenor and mode. These represent in systematic form the type of activity in which the text has 
significant function (field), the status and role relationships involved (tenor) and the symbolic mode 
and rhetorical channels that are adopted. 
Halliday ( 1978: 122) 
Field refers to 'sets of activity sequences oriented to some global institutional purpose (or 
more informally, field provides the semiotic interpretation of what counts as an answer to 
the question Il l What do you doll as put to strangers)' (Martin, 1992:536). In order to 
grasp the ' goings on ' or the 'happenings' in a particular field, Martin (1992) suggests it is 
important to understand two phenomena that are involved. The first is the activity 
sequences of the field, the second the participants (either concrete or abstract) involved in 
these activity sequences. In terms of the inter-relationship between activity sequences and 
participants, both activity sequences and their participants can be taxonomically 
organised, which in turn theorises their paradigmatic relations (Martin 1992:538-9). 
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Tenor refers to 'the negotiation of social relationships among participants. Within 
register, it is the projection of interpersonal meaning, and so is realised primarily through 
the interpersonal metafunction in language' (Martin 1992:523). In SFL, much of the 
initial work on modelling tenor was done by Poynton (1984, 1985, cited in Martin 
1992:523). Poynton's model of tenor addresses three dimensions of the mediation of 
these relationships: status (power), contact and affect. Martin (1992) defines status, 
contact and affect in the following way: 
Status refers here to the relative position of interlocutors in a culture's social hierarchy while contact 
refers to their degree of institutional involvement with each other. Affect has been included to cover 
what Halliday (1978:33) refers to as the "degree of emotional charge" in the relationship between 
participants. 
Martin (I 992:525) 
Mode ' refers to the role language is playing in realising social action. Within register, it 
is the projection of textual meaning, and so is realised primarily through the textual 
metafunction in language' (Martin 1992:508). In discussing the relationship between 
mode and textual meaning, Martin (1992) writes: 
As with textual meaning in general, mode is concerned with symbolic reality - with texture. Since 
symbolic reality (i.e., text/process) has the function of constructing social reality, mode is oriented 
to both interpersonal and experiential meaning. It thus mediates the role played by language along 
two dimensions. Interpersonally, mode mediates the semiotic space between monologue and 
dialogue .... Experientially mode mediates the space between action and reflection. 
Martin (1992:509) 
Interpersonally, the way mode or different channels of communication impact on 
meaning making is by affecting the types of interaction that take place between 
participants (Martin 1992). In particular, mode facilitates interaction through feedback-
whether interactants can see or hear one another in a communication exchange. In this 
way Martin indicates that mode is not just a physical channel-script, conversation, 
website-but a semiotic resource functioning to construct interaction. Experientially, 
moreover, mode mediates the degree to which language is part of 'what is going on', i.e., 
the action or the reflection. Here Martin (1992:520) distinguishes between texts that 
accompany social processes and texts that constitute them. In texts accompanying social 
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processes he distinguishes verbal action according to whether it belongs to the 
participants or to those who are observing the action. In texts constituting social 
processes he distinguishes between those reconstructing a social process and those 
constructing one that has not yet taken place. 
The current research uses the concept of field, tenor and mode to situate the subject of the 
study, i.e., Anthony Browne' s picture books. This will be mapped out together with the 
concept of semogenesis in Section 2.2.3. 
2.2.3 Semogenesis: logogenesis, ontogenesis and phylogenesis 
Another concept relevant to the notion of context in the SFL model of language 1s 
semogenesis. Semogenesis refers to the time-scales that are used in modelling social-
semiotic change. There are three time scales (see Figure 2.1): logogenesis, ontogenesis 
and phylogenesis (Halliday 1992, 1993; Halliday & Matthiessen 1999). 
(repertoires 
ontogenesis 
[development of 
social subjectivity] 
(reservoir 
phylogenesis 
[evolution of the 
discourse formation] 
{ instantiation 
logogenesls 
[naturalisation of 
reading position] 
Figure 2.1: Semogenesis (Martin & Rose 2003:267) 
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Logogenesis refers to short timeframes such as the unfolding of a text; ontogenesis to 
longer timeframes such as the development of language in the individual; and 
phylogenesis to extended time-depth such as the evolution of language in a culture. To 
explain how semogenesis projects context Martin and Rose (2003) write: 
... where a culture has arrived in its evolution provides the social context for the linguistic 
development of the individual, and the point an individual is at in their development provides 
resources for the instantiation of unfolding texts . .. 
Martin & Rose (2003:266-7) 
The current research mainly focuses on logogenesis in Anthony Browne's picture books. 
Viewing his picture books from the metafunctional perspective of language, they will be 
accounted for in terms of field, tenor and mode, as mentioned above. 
In terms of field, the picture book is written and illustrated for young children. Studies 
have demonstrated its functionality as entertainment and as education ( cf. Chapter 1 ). 
While the entertainment function is significant, the current research focuses on its 
educational role, in particular, its functions for apprenticing young readers into the 
literary world and interpolating young children into cultural and social belief and value 
systems. 
In terms of tenor, the children's picture book involves an author-illustrator (sometimes 
an author and an illustrator), who is skilled in storytelling and illustrating. The staffs in 
the publishing company choose, edit and publish the picture book. The targeted audience 
is diverse. Children's picture books target young readers, from early to later stages of 
apprenticeship. However, while children' s picture books arguably target such readers as 
their primary audience, parents, librarians and school teachers are involved in selecting 
and buying picture books for young readers and in enjoying them with children. 
Therefore, while a picture book serves the function of entertaining and educating the 
young, it must also cater to the ideological, cultural and literacy preferences of certain 
groups of adult readers. 
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In order to set the parameters of the current research, the tenor relationship between the 
author-illustrator and the readers must be considered. The author-illustrator can be 
regarded as the representative of the adult world, who constructs the experience and 
represents it for the younger generation of readers. Therefore, this tenor relationship is to 
some extent similar to that of expert-non-expert, the informed-uninformed, and the 
teacher-learner. 
Table 2.2: Context of situation: children's picture book 
Register category 
Field 
Tenor 
Mode 
Example 
Children's literature 
Education 
Early literacy 
Author-reader 
adult author-illustrator- the young (children) 
Printed (medium) 
Written and illustrated 
In terms of context of culture, the selected children' s picture books are located in an 
Anglo-Western tradition of storytelling. Phylogenetically they reflect the evolution of 
children's literature and the use of images in early literacy (Painter 2001). 
2.3 Social semiotic accounts of visual images 
Multimodal texts have become increasingly important in our daily lives. Every time we 
read a newspaper or a magazine, watch a soap on TV or a movie in the cinema, or play a 
game on a play station, we encounter texts that combine multiple modes in meaning 
making (see, for example, Bednarek 2010; Caple 2009). Furthermore, multimodal texts 
have gained increasing significance in the school curriculum and in early literacy 
development (see Macken-Horarik 2004; Unsworth 2001, 2006; van Leeuwen 2000). For 
both social and educational reasons, it is crucial to provide terminology (metalanguage) 
in discussing multimodal texts. It is also important to provide analytical tools that will 
enable us to better understand the potential contributions and limitations that each 
semiotic mode has in our ever-changing semiotic experiences. 
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Social semiotic theory and multimodal research seek to explicate how we make meaning 
with all the resources at our disposal: linguistic, pictorial, gestural, musical, 
choreographic and actional (e.g., Halliday 1978; Kress & van Leeuwen 2006; Martinec 
2004; O'Toole 1994). Building on social semiotic theory in the SFL tradition, the concept 
of metafunction has been used in the investigation of modes beyond language. It has been 
applied in social-semiotic studies of three-dimensional space (Ravelli 2000; Stenglin 
2004), music and sound (Caldwell2010; van Leeuwen 1999) and visual images (Kress & 
van Leeuwen 2006; O'Toole 1994). Of particular interest to this study is the work on 
visual images since they are one of the essential components of picture books. Therefore 
the multimodal approach to visual images is reviewed in some detail below. 
This section comprises two sub-sections: Section 2.3.1 reviews the analytical framework 
for visual meaning developed by Kress and van Leeuwen (2006), as well as recent work 
in this area by Painter (2007, 2008) relating to picture books. Since the construal of 
evaluative meanings in the represented participants (interpersonal metafunction) is the 
major concern of the current study, this review will concentrate on the systems Kress and 
Van Leeuwen (2006) propose for the analysis of interactional meanings. Section 2.3.1 
also provides an overview of the application of this framework in other research, in 
particular in the analysis of multimodal media texts. Building on this framework and its 
various applications, I present an extended account of evaluative, particularly attitudinal, 
meanings in visual images. This extended account will be introduced in Section 2.3.2. 
2.3.1 Interactive meanings in multimodal texts 
In recent decades, the rapid emergence of various kinds of multimodal texts has posed 
significant theoretical and analytical challenges for discourse analysts. Discourse analysis 
has long been focusing primarily on verbal texts (see, for example, Blommaert 2005; Gee 
1995). By contrast the analysis of multimodal texts and of the interaction of different 
modes in meaning making is still in its infancy (see Kress 2001; Macken-Horarik 2003a, 
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2003b; Unsworth 2006). Drawing largely on SFL, Kress and van Leeuwen (2006) 
provide a framework for the analysis of multimodal texts, in particular visual images. 
Most relevant to the current research is Kress and van Leeuwen's (2006) framework for 
the consideration of interpersonal meanings in images, and therefore this is reviewed in 
detail below. In particular, Kress and van Leeuwen (2006) adopt the metafunctional 
framework of SFL (Kress & van Leeuwen 2006:42-44) with interactive meanings falling 
within the interpersonal metafunction. The concept of interactive meanings refers to the 
virtual interpersonal relationships between text and reader/viewer. The notions of reader, 
implied reader, author and implied author have long been a subject of debate in various 
disciplines, in particular, in the study of literary narratives (see, for example, Chatman 
1978; Rimmon-Kenan 1983). For simplicity, I refer to 'the implied reader' and 'the text' 
in describing the interactances of the reading process. 
In Kress and van Leeuwen's (2006) framework, three simultaneous systems are drawn on 
for the analysis of interactive meanings: the systems of CONTACT2, SOCIAL DISTANCE 
and ATTITUDE (see Table 2.3). Note that in SFL, a 'system' is a set of options for 
meaning, each of which is realised by some specific form of expression. 
Table 2.3: Interactive meanings in images (Kress & van Leeuwen 2006:148-149) 
Interactive system Meaning option Realisation 
CONTACT demand gaze at the viewer 
offer absence of gaze at the viewer 
intimate/personal close shot 
SOCIAL DISTANCE social medium shot 
impersonal long shot 
involvement frontal angle 
detachment oblique angle 
ATTITUDE viewer power high angle 
equality eye-level angle 
represented low angle 
participant pow~r 
2 In SFL convention, small capitals are used for the name of a system. 
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The system of CONTACT deals with whether the depicted participant/s is/are represented 
as having eye contact with the implied readers/viewers. This is important, as Kress and 
van Leeuwen (2006) note: 
A depicted person may be shown as addressing viewers directly, by looking at the camera. This 
conveys a sense of interaction between the depicted person and the viewer. But a depicted person 
may also be shown as turned away from the viewer, and this conveys the absence of a sense of 
interaction. It slows the viewer to scrutinize the represented characters as though they were 
specimens in a display case. 
Kress & van Leeuwen (2006:43) 
The system of SOCIAL DISTANCE considers how close the reader is to the represented 
participants. For example, a close shot in which the represented participants are depicted 
with head and shoulders only is a realisation of intimate social distance. The system of 
ATTITUDE is concerned with the various depicted angles which contribute to how 
different power relationships between reader and depicted participant are constructed. 
While all three systems need to be recognised as playing a role in positioning the implied 
reader of picture book narratives, it is the first system of 'contact' that will be elaborated 
and exemplified in this section. 
According to Kress and van Leeuwen (2006), the visual system CONTACT is one of the 
most important systems within the interpersonal metafunction. In their analysis, they 
distinguish between an image depicting, for example, a person gazing out to make eye 
contact with the implied reader and one where there is no such gaze. These two options 
are referred to in their framework as 'demand' and 'offer' respectively. Painter (2007) 
extends Kress & van Leeuwen's (2006) system of CONTACT to a system of 
FOCALISA TION that includes more delicacy and is derived from picture book analysis. 
'Focalisation' is an important concept in literary narrative, as Painter (2007) notes: 
In narrative theory, the question of whose eyes we are seeing through has long been recognized as a 
crucial aspect of the construction of point of view and is referred to as 'focalisation ' . 
Painter (2007:44; emphasis added) 
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The concept of 'whose eyes we are seeing through' is extended in Painter (2007) to the 
examinations of visual texts. In this system, Kress and van Leeuwen's (2006) options of 
'demand' and 'offer' are referred to as 'contact' (+eye contact) and 'observe' (-eye 
contact) respectively (Painter 2007:42) (see Figure 2.2). Figure 2.2 shows the basic 
options in Painter's (2007) system of FOCALISA TION diagrammatically as a 'system 
network' . A system network comprises sets of options for meanings, each set being a 
'system'. The system network for VISUAL FOCALISATION contains two systems 'A' 
and 'B' whose relation to one another is an 'and' one. That is, systems 'A ' and ' B' are 
simultaneous systems and options from each system are in play in every text. The system 
'A' contains two options, 'contact' and 'observe' . The relationship between these two 
options is an 'either/or' one. Options in a system are also referred to as 'features ' . Figure 
2.2 shows that the feature of 'contact' is realised by '+ eye contact' and the feature of 
'observe' is realised by '- eye contact'. 
WM.Jal.focalisation 
Alcorlact ~I+ eye contact I 
observe 
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1- eye contact! 
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Figure 2.23 System network of VISUAL FOCALISATION (simplified and adapted 
from Painter 2007:47) 
Plate 2.1 is an example of 'contact'. In this illustration the character is depicted as gazing 
out to make eye contact with the reader, and thus indicating the reader is being positioned 
to engage with the person depicted. 
Aod Mwo wnr-. unilq, 
Plate 2.1: 'contact' in Into the Forest 
The 'observe ' option is also used in picture book narratives in depicting characters. Plate 
2.2 depicts the character 'Hugh' in Browne's Willy and Hugh. The character is depicted 
as looking away from the reader and not making any eye contact, and thus indicating the 
reader is being positioned to simply observe him instead of to engage with him. 
3 (I) and (T) in the djagram are used as 'if/then ' constraint. For example, in this system network the choice 
of'along with character' is only available in association with the option of'observe'. 
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Plate 2.2: 'observe' in Willy and Hugh 
' In system B, the choice of viewing through the eyes of any character is termed a 
'vicarious' as opposed to a 'direct' view' (Painter 2007:45). Visually, the reader can be 
positioned to see the story world vicariously through the eyes of a character in two ways. 
In the first the reader can be positioned to see through the eyes of a character in the story 
world. This feature is termed 'as character' in the system. In the second the reader may be 
positioned as being behind the character, looking at the character's back as well as at 
what he/she sees in the story world. This feature is termed 'along with character' in the 
system and allows for a viewer perspective and a character perspective simultaneously. 
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Plate 2.3: VISUAL FOCALISATION: contact: vicarious (Gorilla) 
Plate 2.3 is an example of the reader being positioned to see the character Gorilla 
vicariously through the eyes of the other character, Hannah, who is lying in bed with her 
feet raising the bed cover. ln this illustration, the reader is positioned to have 'contact' 
with the character Gorilla. However, this 'contact' is not a 'direct' one and instead the 
'contact' is through the eyes of the other character in the story world (Hannah). This is 
achieved by illustrating the end bits of the bed as well as the mound created by Hannah 's 
feet. Thus the reader is positioned as if lying on the bed viewing the Gorilla and seeing 
only what she can see. 
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Plate 2.4: VISUAL FOCALISATION: observe: vicarious (Gorilla) 
An example of viewing 'along with' the character can be seen in Plate 2.4. In this 
representation, on the one hand the reader is positioned to 'observe' the two characters 
father and Hannah. On the other hand the reader is also positioned closely behind Hannah 
and seeing the character father and his world 'along with' her. 
The above discussion has been concerned with the interactive meanings created in visual 
images. Examining picture book data, Painter (2008) provides a further interpersonal 
system for images, that of AMBIENCE.4 The system of AMBIENCE considers the choices 
made in colour in creating emotional mood in picture book narratives. The system of 
AMBIENCE contains three simultaneous systems: VIBRANCY, WARMTH and 
FAMILIARJTY (see Figure 2.3). 
4 
' ln using the term ambience, an analogy is being made with the semiotics of three-dimensional space and 
the role of such things as colour, lightening, texture and music to create a particular emotional atmosphere 
(see Stenglin 2004 for an account of ambience in exhibition spaces)' (Painter 2008:91 ). 
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Figure 2.3: AMBIENCE system network (adapted from Painter 2007:92) 
The system of VIBRANCY deals with ' the degree of colour saturation' (Painter 2008:97). 
It contains two features: vibrant (realised by high saturation) and muted (realised by 
lower saturation). The system of wARMTH deals with the choices made in colour hues in 
relation to the potential emotional effect that can be achieved. It contains two features: 
warm (realised by colour hues such as, red and yellow) and cool (realised by colour hues 
such as, blue and green). The system of FAMILlARlTY relates to 'colour differentiation, 
that is, the range of different colour hues used within the image' (Painter 2008: I 0 I). It 
also contains two features, familiar and removed. On these two features Painter (2008) 
writes: 
Where a fuJI palette of colours is used, a sense of the familiar is created, while restric tion to shades 
of one or two colours renders what is depicted as removed in some way from everyday reality. 
Painter (2008: I 0 I) 
In the following story-page, selected from Browne's Piggybook (see Plate 2.5), lower 
saturation is used in the illustration and thus it is muted in terms of VIBRANCY. As for 
WARMTH, yellow hue (warm) is chosen to represent the circumstance and green (cool) is 
used to represent the character. Finally, the scenes are set up as removed, realised by the 
lack of differentiation in colour hues used in the illustration. The discussion of choices in 
AMBIENCE will be interwoven in the analysis ofintersemiotic interplays in Chapter 5. 
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Plate 2.5: AMBIENCE choices in the third story-page (Piggybook) 
Painter (2007, 2008) is useful as it focuses on the interpersonal and it is derived from 
picture book data. It also acknowledges the seminal work of Kress and van Leeuwen 
(2006) in providing a visual grammar for the analysis of images. The strength of these 
descriptions of visual images lies in the way that they consider the image systematically, 
so that their application to the analysis of images is replicable. For these reasons, Kress 
and van Leeuwen's various analyses can be generalised across various image types, and 
in relation to multimodal texts their framework has been proved to be productive and 
fruitful in at least two different strands of inquiry. In multimodalliteracy, this framework 
provides a metalanguage for describing and teaching young readers to understand and 
produce multi modal texts (see, for example, Lewis 2001; Macken-Horarik 2004; 
Unsworth 2004; van Leeuwen 2000). In the investigation of mass media texts, it provides 
an analytical tool for the decoding of underlying messages in the critical understanding of 
multimodal texts (Machin & van Leeuwen 2007). In this research, this framework will be 
adopted in the discussion of character, i.e., implied reader relationships in the 
investigation of evaluative meanings in image-word interaction. 
However, evaluative meaning in picture book narratives is not only created through the 
representation of character-implied reader relationship which Kress and van Leeuwen 
(2006) concentrate on, or by AMBIENCE, but also through the depiction of a character's 
emotions ( cf. Chapter 1 ). As we have seen in the examples in Plate 2.1 and Plate 2.2, on 
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the one hand evaluative meanings are created through the choices made in 'contact' and 
'observe' character-implied reader relationship. On the other hand evaluative meanings 
are largely created through the illustration of the characters, in particular, through their 
facial expressions. The current research elaborates and extends the existing literature on 
the creation of evaluative meanings in visual images by emphasising the depiction of 
character and a character's facial expression in picture book narratives. The framework 
for the analysis of illustrated facial expression will be dealt with in the succeeding 
sections. 
2.3.2 Creating evaluative meanings in illustrated faces 
Unlike the data used in previous . studies of multimodal texts, such as press photographs 
(see Caple 2010; Machin & van Leeuwen 2003, 2004) or scientific diagrams (see Lemke 
1998), the current research examines illustrations. This means that attention must be 
drawn to the basic units which form the image: dots, lines and various geometric shapes, 
etc. These units are fundamental in the construal of meaning in images. A line to an 
illustration is like a sound to spoken language. To understand how meanings are 
construed in illustrations, I have taken a stratified approach, theoretically and 
methodologically separating the analysis into two stratified planes, 'expression' and 
'content ' (Hjelmslev 1943/1961 ; Halliday & Matthiessen 1999; Martin 1992), as will be 
discussed in Section 2.3.2.1. The application of the concept of stratification to the 
analysis of images, in particular the illustration of faces, will be dealt with in Section 
2.3.2.2. 
2.3.2.1 Expression and Content: a stratified perspective 
The current research regards the discussion of image and language as an investigation of 
signs. The study of signs has long been a tradition in semiotics (see Cobley 2010; Innis 
1985). In these studies, Hjelmslev (194311961) is well known for his development of 
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Saussure in relation to the concept of sign function and the conceptual distinction 
between expression and content (Hjelmslev 1943/1961 :29-38). 
Hjelmslev's (1943/1961) framework partially adheres 'to the old tradition according to 
which a sign is first and foremost a sign for something' (Hjelmslev 1943/1961:29). More 
importantly, however, Hjelmslev (1943/1961) challenges two perspectives on signs: The 
first perspective was to see the sign as 'an expression that points to a content outside the 
sign itself (Hjelmslev 1943/1961 :29; emphasis in original). The second perspective was 
the Saussurian tradition of conceptualising the sign as 'an entity generated by the 
connection between an expression and a content' (Hjelmslev (194311961:29). Based on 
prior literature as well as extending it, Hjelmslev (1943/1961) proposes the notions of 
sign function and functives. His comments (Hjelmslev 1943/1961) on the determinative 
relationship between expression and content are fundamental theoretical standpoints of 
the current research. The determinative relationship is regarded here as the minimal 
requirements of a semiotic system (i.e., a two-stratal one): 
The sign function is in itself a solidarity. Expression and content are solidary - they necessarily 
presuppose each other. An expression is expression only by virtue of being an expression of a 
content, and a content is content only by virtue of being a content of an expression. Therefore -
except by an artificial isolation - there can be no content without an expression, or expressionless 
content; neither can there be an expression without a content, or content-less expression. 
Hjelrnslev (1943/1961 :30) 
In SFL Hjelmslev's framework is further developed as a tri-stratal system, 'with the 
"content plane" (Hjelmslev 1943/1961) as incorporating both a grammar and a 
semantics' (Halliday & Matthies sen 1999:4 ). In illustrating the concept of stratification in 
language Halliday and Matthiessen (1999) argue: 
Grammar and semantics are the two strata or levels of content in the three-level systemic theory of 
language, and they are related in a natural, non-arbitrary way. The third level is the level of 
expression, either phonology or graphology .... thus lexicogrammar appears in the environment of 
semantics and provides the environment for phonology. This ordering of levels is known as 
stratification. 
Halliday &Matthiessen (1999:4; emphasis in original) 
41 
The different levels of abstraction (Hjelmslev's 'planes' are referred to as 'strata' in 
SFL's terms; see Halliday & Matthiessen 1999; Martin 1992). They are usually 
represented diagrammatically by cotangential circles, as shown in Figure 2.4, indicating 
that the upper layer is realised by the lower layer. In Figure 2.4, Hjelmslev's bi-stratal 
framework on semiotics (language) is visualised in the left-hand diagram, while 
Halliday's SFL tri-stratal model of language is shown in the right-hand diagram. As 
shown there, the linguistic model has lexicogrammar realised by the lower layer of 
phonology and discourse semantics realised by lexicogrammar. While accepting a tri-
stratal model for image, the current research uses the bi-stratal model for the description 
of faces and the construal of facial expressions in illustrations. Its investigation of faces 
and facial expressions in illustrations by Anthony Browne will be further elaborated in 
the following section. 
expression 
phonology 
Bi-stratal models for image (illustration) Tri-stratal models for language5 
Figure 2.4: Stratification for language and image in the current research 
2.3.2.2 Expression and Content: an application in images 
The depiction of facial affect is modelled here as involving two levels of abstraction: the 
drawing of the face is the expression and the meaning of the drawing is the content. 
5 Semantics and lexicogrammar are 'content' and phonology/graphology is 'expression' in the language 
model. 
42 
Taking a top-down approach, the meaning potential of facial affect (content) is realised 
by the choice of graphic units creating a face in illustration (expression). Graphic units 
are dots, lines and geometric shapes. 
Taking a bottom-up approach, resources such as dots, lines and shapes are needed to form 
the illustration. These semiotic resources can be regarded as imagic units, comparable to 
phonetic elements in language. How these imagic units are combined contributes to the 
illustration of a face. For instance, the illustration presented in Figure 2.5 is an illustrated 
face formed by the combination of the imagic units of two dots (representing eyes), one 
line (representing the mouth) and a round shape (representing the face). 
Figure 2.5: Illustrated face 
To realise facial affect, firstly, an illustrated face is needed, and, secondly, the orientation 
of imagic units must be considered. For instance, the illustration presented in Figure 2.6 
is one of positive facial affect. 
Figure 2.6: Realising facial affect 
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The positive facial affect is realised by the representation of the face as well as the curved 
line (one of the several imagic units) in representing positiveness. Therefore, positive 
affect constitutes the content (the meaning) and the orientation of imagic units is at the 
level of expression (see Table 2.4). 
Table 2.4: Expression and Content deployed in the realisation of facial affect 
CONTENT EXPRESSION 
Facial affect Face: orientation of ima~ic units 
A stratified perspective on examining images (the illustration of faces in the current 
research) teases out different levels of abstraction. The distinction made between the two 
levels of abstractions will contribute to a clearer understanding of how meanings are 
made at each level. The application of bi-stratal models in the analysis of illustrated faces 
will be presented in Chapter 3. 
2.4 Narrative - a genre and discourse approach 
Apart from multimodality, the other important concept that this project deals with is that 
of narrative. The purpose of this section is to provide a review of the SFL genre approach 
adopted here. The genre approach to narrative has been applied in the study of spoken 
narratives (Eggins 2004; Plum 198811998) and children's writing (Rothery 1990). The 
current research builds on this research by applying the genre approach to fictional 
narratives. It also applies the appraisal framework developed by SFL linguists to an 
understanding of the construal of evaluative meanings in fictional narratives. To begin, I 
consider the study of narratives in general. 
Narrative is an important resource for passing on knowledge, experiences and values in 
various societies (see Campbelll962, 1964, 1987). Research has shown that narrative has 
a significant impact on our lives (Hawthorn 1985). Celebrating the importance of 
narrative, Barthes comments (1977) as follows: 
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Able to be canied by articulated language, spoken or written, fixed or moving images, gestures, and 
the ordered mixture of all these substances, narrative is present in myth, legend, fable, tale, novella, 
epic, history, tragedy, drama, comedy, mime, painting, stained glass windows, cinema, comics, 
news items, conversation ... (and) narrative is present in every age, in every place, in every society 
. . . Caring nothing for the division between good and bad literature, narrative is international, 
transhistorical, transcultural: it is simply there, like life itself. 
Barthes (1977:79) 
Having such significance in the formation of culture and literature, narrative has long 
been a subject of study. As a result, narrative has been defined in various ways due to the 
different perspectives taken in investigating it. According to one definition, narrative 
includes 'all those literary works which are distinguished by two characteristics: the 
presence of a story and a storyteller' (Scholes & Kellogg 1966:4, cited in Toolan 1988:6). 
Narrative is also defined as 'essentially a way of linguistically representing past 
experience, whether real or imagined (Traugott & Pratt 1980:248, cited in Toolan 
1988:6). While the former definition narrows down narration into a binary relationship 
between story and storyteller, the latter broadens it to 'past experience', which is 
subjected to various way of interpretation. Closely related to the current research is the 
linguistic approach taken in the study of narratives. This approach has emphasised two 
aspects of narrative, structure and evaluation, which are of special relevance to this study. 
2.4.1 Narrative structure- a linguistic approach 
In this research, the SFL genre approach towards 'narrative' is taken in the analysis of the 
story corpus ( cf. Chapter 1 ). The SFL genre approach initially took Labov and 
Waletzky's (1967/1997) work as its point of departure and expanded it to the exploration 
of different types of story, their linguistic realisations and their different roles in various 
social interactions (see Eggins & Slade 1997; Martin & Rothery 1981; Martin & Plum 
1997; Martin & Rose 2008; Plum 1988/1998; Rothery & Stenglin 1997). In the process 
of this modification, adaptation and expansion from Labov and Waletzky's (1967/1997) 
earlier work on 'narrative' to the recent SFL genre approach to 'story family' (Martin & 
Rose 2008), the concept and definition of 'narrative' and 'evaluation' have changed. 
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2.4.1.1 Stories: 'narrative• and 'evaluation• 
The most relevant linguistic literature on story begins with Labov and Waletzky's (1967) 
analytic framework for narratives of personal experience. This framework is developed 
further in Labov's sociolinguistic research (i.e., Labov 1972a, 1972b ). Since then, this 
model has been deployed in various fields of investigation. Toolan (1988) notes 'the 
application of this framework in more sociolinguistic-oriented studies on stories in 
societies (in particular the interest in community-wide motivations), its contribution in 
the development of the idea that narratives are performances, and in studies of literary 
narratives' (Toolan 1988:164--176). 
The result of Labov and Waletzky's (1967/1997) study is their proposing 'an analytical 
framework for the analysis of oral versions of personal experience in English' (Labov & 
Waletzky 1967/1997:3). In this analytical framework, Labov and Waletzky (1967/1997) 
define 'narrative informally as one method of recapitulating past experience by matching 
a verbal sequence of clauses to the sequence of events that actually occurred' (Labov & 
Waletzky 1967/1997:12). Under such a working definition of narrative, Labov and 
Waletzky (1967/1997) introduce the notions of narrative unit, restricted clause, free 
clause and narrative clause (Labov & Waletzky 1967/1997:13-26). Using these concepts, 
Labov and Waletzky (1967/1997) relate the sequence ofnarrative elements to the inferred 
sequence of events in the experience which is being recapitulated. Analysing the clause 
types in narratives, Labov and Waletzky (1967/1997) map the 'overall structure of 
narratives' (Labov & Waletzky 196711997:27-37), which can be summarised as in Table 
2.5: 
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Table 2.5: Structure of narratives of personal experiences (adapted from Labov & 
Waletzky 1967/1997) 
Orientation Serves to orient the listener in respect to person, place, time and 
behavioural situation. 
Complication The main body of narrative clauses which comprises a series of events 
that may be termed the complication or complicating action. 
Evaluation The evaluation is part of the narrative that reveals the attitude of the 
narrator towards the narrative by emphasising the relative importance 
of some narrative units as compared to others. 
Resolution6 The resolution of the narrative is that portion of the narrative sequence 
that follows the evaluation. If the evaluation is the last element, then 
the resolution section coincides with the evaluation. 
Coda The coda is a functional device for returning the verbal perspective to 
the present moment. 
In this framework, it is revealed that a generalised structure can be found in narratives of 
personal experience. That is, these narratives of personal experience unfold through 
stages of Orientation, Complication, Evaluation, Resolution and Coda.7 The example in 
Table 2.6 is of an informant talking about how he got out of a dangerous situation. 
Table 2.6: Labov and Waletzky's (1967) framework on narratives of personal 
experience (an example) (cited in Plum 1988/1998:60) 
Orientation The school I go to is Food and Maritime -
that's maritime training - and I was up in the 
masthead, and the wind started blowing. 
Complication I had a rope secured around me to keep me 
from falling - but the rope parted, and I was 
just hanging there by my fingernails 
Evaluation I never prayed to God so fast and so hard in 
my life 
Resolution Well, the guys came up and they got me. 
Coda Well, I came out all right. 
Labov and Waletzky (1967/1997) argue that the Evaluation stage is a significant 
structural component of their notion of 'narrative'. Its importance lies in the fact that 
6 Also referred to by Labov & Waletzky as ' result'. 
7 In SFL functional elements of structure, such as these narrative stages, are conventionally written with an 
initial capital letter. 
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without Evaluation a narrative cannot be regarded as a complete narrative. In Labov and 
Waletzky's own words, ' ... a narrative that contains only an orientation, complicating 
action, and result is not a complete narrative' (Labov &Waletzky 1967/1997:28). In terms 
of story structure, in Labov and Waletzky 's analytical framework Evaluation serves as an 
interlude between the stages of Complication and Resolution. Labov and Waletzky 
(1967/1997) comment on the function of Evaluation as follows: 
Therefore, it is necessary for the narrator to delineate the structure of the narrative by emphasizing 
the point where the complication has reached a maximum: the break between the complication and 
the result. Most narratives contain an evaluation section that carries out this function. 
Labov & Waletzky (1967/1997:32) 
Labov and Waletzky's (1967/1997) framework is a useful starting point, pushing the 
sociolinguistic literature on story (narrative in the sense of earlier works) forward by 
defining a narrative in terms of functional stages and particularly by bringing attention to 
the role of Evaluation. However, Labov and Waletzky's (1967 /1997) analysis also needs 
problematising. On the one hand, the structural definition of Evaluation in their 
framework draws attention to the significance of Evaluation in story8, while on the other 
hand, it restricts its interpretation to being merely a discrete stage between stages. This 
modelling is not without its problem. Labov in his later work recognises this and 
acknowledges the dispersal or prosodic realisation of evaluative meanings, or ' language 
that recognizes social and emotional elements' (Labov 1972c:67) throughout texts 
(Labov 1972a, 1972b ). Labov (1972a) comments: 
A complete narrative begins with an orientation, proceeds to the complicating action, is suspended 
at the focus of evaluation before the resolution, concludes with the resolution, and returns the 
listener to the present time with the coda. The evaluation forms a secondary structure which is 
concentrated in the evaluation section but may be found in various forms throughout the narrative. 
Labov (1972a:369; emphasis added) 
8 The 'point' of storytelling is usually manifested in the Evaluation. In Labov's (1972) terms, Evaluation is 
'the means used by the narrator to indicate the point of the narrative, its raison d'etre: why it was told, and 
what the narrator is getting at' (Labov 1972:366; emphasis added). 
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In his proposal for a non-discrete realisation of evaluative meaning, Labov ( 1972) 
provides a diagram to illustrate the prosodic dispersal of evaluative elements throughout a 
text (see Figure 2.7). 
Evaluation 
~ ... __ _ 
Resolution 
~ ~ 
Orientation Coda 
Figure 2.7: Dispersed evaluation in narrative (Labov 1972:369) 
Here another problem arises, which is that Evaluation as a 'stage' functions as the 
criterion for distinguishing Complication from Resolution in early work; but as it morphs 
into prosody this function is completely lost. According to Labov and Waletzky's 
( 1967 /1997) original analysis, identification of a Resolution is ultimately dependent on an 
Evaluation: 
The functions of narrative have an effect on the narrative structure. A simple sequence of 
complication and result does not indicate to the listener the relative importance of these events or 
help him distinguish complication from resolution. We also find that in narrative without a point it is 
difficult to distinguish the complicating action from the result. 
Labov & Waletzky (1967/ 1997:30) 
In relation to the structural problem of a lack of a Resolution in some of Labov and 
Waletzky' s corpus, Plum (1988/1998) provides suggestions as to why this happens. 
Labov and Waletzky's methodology in terms of data collection is relevant. 
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The stories were elicited in response to a sociolinguistic question as to whether the 
informant (in an interview) has ever been in danger of death. This face-to-face dialogic 
situation makes a verbal Resolution redundant, because clearly the interviewee survived. 
The purpose of the data collection is also relevant to the lack of a Resolution. In terms of 
the data the researchers want9, more talk, particularly unselfconscious and animated talk, 
is the ideal and this creates the pressure for the interviewer to keep the informants talking. 
For these reasons, Plum (1988/1998) argues that Labov and Waletzky's texts are 
dependently produced texts (Plum 198811998:56--63). Plum follows Horvath (1985) in 
seeing this dependency as characteristic of 'dialogic texts', themselves seen as a 'type in 
which the major description was given in a question/answer format, i.e., was heavily 
dependent upon social interaction for its accomplishment' (Horvath 1985: 13 8, cited in 
Plum 1988/1998:57). 
In response to the structural problem and the problem of whether 'evaluation' should be 
treated as a stage or prosody, Plum (1988/1998) proposes an analytical framework for 
story genres gathered from a sociolinguistic interview which 'was specifically designed 
to "elicit" particular genres, including narratives' (Martin & Plum 1997:299). Apart from 
a story genre called 'recount' as proposed initially by Martin (1981, 1996) on the basis of 
analyses of children's writing, Plum (1988/ 1998) further proposes three other distinct 
narrative-type texts: anecdote, exemplum and observation. These three share similarities 
and differences in terms of evaluation. In terms of their structure, they are similar in that 
they all terminate in an evaluative stage. As for the evaluation itself, Plum (1988/1998) 
starts to distinguish story genres in relation to kinds of evaluation. Plum ( 1988/1998) 
shows that there are different kinds of evaluation, and that they are critical in 
distinguishing types of story genre in which the experiences are evaluated. Martin and 
Plum (1997) comment on the fact that the nature and placement of evaluative language 
could serve as a diagnostic element among story genres: 
9 The ultimate aim of Labov & Waletzky's interviews is to elicit narrations in which there is phonological 
and morphological variation in English usage in social contexts. In Labov's ( 1997) own words, 'the first 
steps in narrative taken by Joshua Waletzky and myself were a by-product of the sociolinguistic field 
methods' (Labov 1997:395). 
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... he (Plum 1988, 1998) found that many texts were organized in quite different ways around a 
sequence of events to make a point about them, with the positioning and nature of the evaluative 
language central to a reclassification of narrative genres. 
Martin & Plum (1997:301; emphasis added) 
This structural consideration of narrative genres elaborates and extends Labov and 
Waletzky's notion of 'point'. Table 2.7 presents the proposed reclassification of narrative 
genres and their different 'point' or what make them 'tellable' in Labov's (1972) terms. 
Table 2.7: The 'point' of narrative genres 
Narrative genres 'point' 
recount to recount personal experience in an unproblematical 
way, construing experience as expected 
anecdote to share a reaction or an affectual response with the 
audience 
exemplum to share a moral judgement, or to position some 
purposive, moral agent for approval or disapproval 
observation to share a personal response to things and events 
----
Building on Plum's (1988/ 1998) work on spoken narratives, Rothery (1990) concentrates 
on children' s writing and she finds the same set of text types. In addition, drawing on 
Hasan's (1985) notion of 'theme' as underlying message Rothery (1990) proposes the 
concept of 'thematic narrative' which is distinguished from the oral narratives found in 
Plum (1988/1998). In Hasan's (1985) work on verbal art 'theme' (in verbal art/literature) 
is defined as follows: 
The deepest level of meaning in verbal art; it is what a text is about when dissociated from the 
particularities of that text. In its nature, the theme of verbal art is very close to a generalisation, 
which can be viewed as a hypothesis about some aspect of the life of social man. 
Hasan (1985:97) 
Using Hasan's (1985) concept as a source, 'thematic narrative' refers to narratives that 
are implicitly embedded with ethical and moral values, with this 'embedding' mainly 
connected with evaluation. As Rothery & Stenglin (1997) comment: 
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The evaluation in thematic narrative foregrounds an inner conflict on the part of the main participant 
between moral/ethical values. The evaluation thus plays a crucial role in ' delivering' the message of 
thematic narrative. It is a message about an ethical struggle. In this sense, thematic narratives could 
well be called 'psychological or psycho-drama'. 
Rothery & Stenglin (1997:260) 
This is relevant to this research since Anthony Browne's picture book stories have been 
studied in Australian classrooms and can be regarded as texts apprenticing children into 
the reading of thematic narratives. 
In sum, these studies have demonstrated the significance of evaluation as prosody and its 
function in leading the reader to the understanding of the underlying message and theme 
of the story told. Building on the above mentioned literature, Martin and Rose (2008) 
propose the concept of 'story family' and deal with the •evaluation' as a prosody and its 
different linguistic realisations in stories10• Their work will be introduced in detail in the 
following section. 
2.4.1.2 Story family 
Taking Labov and Waletzky's (1967) work on narratives ofpersonal experience as well 
as Plum's ( 1988/ 1998) account of narrative-type texts as point of departure, Martin and 
Rose (2008, Chapter 2) propose the concept of 'story family'. Within the story family 
' there are basically five types of stories: recount, anecdote, exemplum, observation and 
narrative' (Martin & Rose 2008:49-98). Most relevant to the current research is their 
typological perspective on stories and their incorporation of the appraisal framework in 
their discussion of evaluation. The appraisal framework will be introduced later in 
Section 2.4.3. Here the typological perspective on stories is reviewed. 
10 The thesis is more concerned with the process of HOW a particular literary theme is projected, rather 
than WHAT is being generated. This is significant in making literary arguments explicit and evidence based, 
rather than relying on intuition or educated/cultural informed interpretations. The point is to have the 
semiotic resources laid out and open for various interpretations and generalizations. The strength of a 
linguistic approach towards 'evaluation' is its explicit interpretation criteria, systematicity and strong 
evidence for arguments, which could be applied across various forms of data. 
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The current investigation of Browne's stories takes Martin and Rose's (2008) typology of 
texts mapped out in the story family as its point of departure. Therefore, the definition of 
each genre in the story family is worth quoting at length. Martin and Rose (2008) 
describe the genres recount, anecdote, exemplum, observation and narrative as follows: 
Recounts ' ... record a sequence of events without significant disruption. Rather than a distinct 
evaluation stage, the events are typically appraised prosodically as the recotmt unfolds'. Anecdotes 
'involve some remarkable disruption to usuality, which is not resolved, but simply reacted to. The 
remarkable event may be tragic or comic, engaging or revolting, so the ensuing reaction may be 
either positive or negative affect. Exemplums ... also involve a disruption, but this is interpreted 
rather than reacted to, and the type of attitude expressed in the interpretation tends to be judgment of 
people's character or behaviour. Again the incident may involve behaviour that is either admirable 
or damnable, so the ensuing judgment may either admire or criticise, praise or condemn.' 
Observations 'involve a description of a significant event, followed by a personal comment 
appreciating an aspect ofit ... we reserve the term 'narrative' specifically for the generic pattern that 
resolves a complication. Evaluation of narrative complications can vary between affect, judgement 
of people, or appreciation of things and events. The evaluation is often deployed to suspend the 
action, increasing the narrative tension, and so intensifying the release when tension resolved. 
Martin & Rose (2008:51-52; emphases added) 
The four members of the story family-anecdote, exemplum, observation and narrative-
share the similar generic feature of involving a disruption (i.e., unexpected or remarkable 
event, significant event and challenging problem) to what happens usually. In general, the 
'usuality' (what happens usually) is set up at the beginning of the story. The narrative 
differentiates itself from anecdote, exemplum and observation in that it focuses on the 
action of the protagonist taken to find a solution in reaction to the disruption in order to 
bring equilibrium back to the story. In the other three types, events are only evaluated but 
not acted upon. 
If the genre of narrative differs from other types of story in the family because of its 
focus on disruption and the actions taken to restore equilibrium, anecdote, exemplum and 
observation are distinguished from each other in terms of the various ways in which they 
evaluate the disrupting events. In anecdote, the disrupting events are reacted to but not 
acted upon. The reaction tends to be emotionally charged and linguistically realised by 
the choices of lexis inscribing affect. In exemplum, experience is interpreted with a 
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judgment of people's character or behaviour. In observation, the disruption is simply 
commented on, that is, the situation is merely appreciated. Recount distinguishes itself 
from the previously discussed four types in that it does not involve a disruption or 
unexpected events. Instead, it records a sequence of events. The events are evaluated 
prosodically rather than in a distinct Evaluation stage. Table 2.8 provides an overview of 
the story family, and evaluative tendencies in their obligatory stages. (Aspects of 
'Attitude' in this table will be elucidated in Section 2.4.2 below.) 
Table 2.8: Family of story genres (adapted from Martin & Rose 2008:52) 
Story family Obligatory stage Attitude 
Recount Record variable 
Anecdote Remarkable Event affect 
Exemplum Incident judgment 
Observation Event Description appreciation 
Narrative Com£lication variable 
As pointed out in the discussion above, the construal of evaluative meanings has been 
regarded as significant in the understanding of story genres. An important development 
with regard to the persistent problem of evaluative meaning in story genres has been 
Martin's (see, for example, 1996, 2001) ongoing exploration of the possibilities for 
modelling the 'prosodic' (non-discrete or dispersed) realisation of evaluative meanings, 
i.e., "patterns of realisation whereby meanings sprawl across a text, establishing a mood" 
(Martin 1996:26). A significant step taken in response to the problems is the recognition 
that language choices at the level of word are strongly associated with the expression of 
attitude. The development of appraisal theory (Martin & White 2005) provides a 
framework to explore 'prosodies ' of evaluation, and it is to this recent development that 
the discussion in Section 2.4.2 turns. 
In the current research, the analysis of the story corpus follows and elaborates that of 
Martin and Rose (2008) in three aspects: ( 1) it adopts the concept of story family and its 
story types11 and their linguistic realisations and functions; (2) it considers evaluation as 
prosody; and (3) building on their work, and incorporating the Appraisal framework (cf. 
11 Thematic narrative is included as narrative within the story family and not treated as a separate type. 
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Section 2.4.2), the current research expands the story family by identifying two sub-types 
of narrative: extra-focal narrative and intra-focal narrative (see Figure 2.8). This will be 
discussed in detail in Chapter 4. 
anecdote 
Figure 2.8: A taxonomy12 of story family 
2.4 .2 Appraisal: construing evaluative meanings 
As discussed in the previous section, closely related to the investigation of story is the 
diverse and sometimes problematic thinking around 'evaluation'. The previous discussion 
also reveals the criteria! importance of evaluation in distinguishing story genres. To 
understand the language of evaluation, the development of Appraisal theory (Martin & 
White 2005) has provided a useful analytical tool. 
APPRAISAL is defined as 'an approach to exploring, describing and explaining the way 
language is used to evaluate, to adopt stances, to construct textual personas and to 
manage interpersonal positioning and relationships' . 13 The APPRAlSAL framework was 
12 This figure is just a taxonomy, and is not intended to be a system network. 
13 Appraisal website: http://www.grammatics.com/appraisal/index.html, last access: 19/02/2010 
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developed by a group of functional linguists in Sydney who 'began work on developing a 
comprehensive framework for analysing evaluation in discourse' (Martin 2003:171 ). As 
discussed above, its initial concern was the language of evaluation in narrative genres 
(Martin & Plum 1997). 
Over the years, the APPRAISAL framework has been applied to a wide range of texts. In 
terms of story genres, this includes its application in the analysis of children' s writing in 
secondary school (Rothery & Stenglin 1997, 2000) and the narration of childbirth (Page 
2003). It has also been applied in the analysis of casual conversation (Eggins & Slade 
1997, Chapter 4 in particular), in the discussion of media texts (Bednarek 2006; White 
1997, 2000, 2003), and in the investigation of the ontogenetic development of early 
childhood (Painter 2003). There also have been substantial investigations by Lee (2009, 
2010a and 2010b) relating to APPRAISAL in the area of academic writing and by 
Humphrey (2008) relating the framework in the area of adolescent literacies for critical 
social and civic engagement. 
In the studies carried out in the current research on children's picture books, the 
significance of the 'dialogic' relationship in texts (Bakhtin 1981; White 2003) is 
acknowledged. The 'stance' that is taken by the author~illustrator as manifested in the 
text (both image and verbiage) is largely construed through the construction of 
characters. 
Appraisal is a discourse semantic resource constructing interpersonal meanings with three 
interacting domains of realisations: 'ATTITUDE', ' ENGAGEMENT' and 'GRADUATION' 
(Martin & White 2005). According to Martin and White (2005), 
Attitude14 is concerned with our feelings, including emotional reactions, judgments of behaviour and 
evaluation of things. Engagement deals with sourcing attitudes and the play of voices around 
opinions in discourse. Graduation attends to grading phenomena whereby feelings are amplified and 
categories blurred. 
Martin & White (2005:35) 
14 Note that 'Attitude' here is not synonymous with Kress and Van Leeuwen's (2006) use of the tenn in 
their visual grammar (cf. Section 2.3.1). 
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For example, in the expressions very excited and more beautiful, the intensifiers very and 
more amplify attitudinal meanings, while sort of friendly blurs the category of 'friendly'. 
The analysis of the story corpus in this research focuses on ATTITUDE and the discussion 
of GRADUATION is interwoven. 
A TIITUDE is divided into three sub-categories: ' affect', 'judgement' and 'appreciation'. 
Martin and White (2005) explain these as follows: 
Affect is concerned with registering positive and negative feelings: do we feel happy or sad, 
confident or anxious, interested or bored? ... Judgement deals with attitudes towards behaviour, 
which we admire or criticise, praise or condemn .... Appreciation involves evaluations of semiotic 
and natural phenomena, according to the ways in which they are valued or not in a given field. 
Martin & White (2005:42-43; emphasis in original) 
For example, in the story corpus selected for the current research, there are many 
instances of affect found. The following excerpt from the first three pages of Browne's 
Silly Billy exemplifies this, with affect coded in red. 
Billy used to be a bit of a worrier. He worried about many things. Billy worried about hats, and he 
worried about shoes. Billy worried about clouds, and rain. Billy even worried about giant birds. His 
dad tried to help. "Don't worry, lad," he said. "None of those things could happen. It's just your 
imagination." His mum tried too. "Don' t worry, love," she said. "We won't let anything hurt you." 
But still Billy worried. 
Browne (2006: story pages 1-5) 
In this example, 'worried/worry' occurs nine times, creating a prosody of negative affect 
in a segment of the story. In this example, the negative affect is 'inscribed' (directly 
expressed via evaluative lexicogrammar) but attitude can also be ' invoked', or more 
indirectly triggered through experiential lexicogrammar. Invoked attitudes are not 
explicitly inscribed; instead they are realised by 'the selection of ideational meanings 
[that] invoke evaluation, even in the absence of attitudinallexis that tells us directly how 
to feel' (Martin & White 2005:62). 
For example, in the story corpus in the current research, there are instances of invoked 
affect. The following excerpt from the first story-page of Browne's Gorilla exemplifies 
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this, with inscribed affect coded in red, and the texico-grammatical choices construing 
ideational meanings, which invoke evaluation, underlined. 
Hannah loved gorillas. She read books about gorillas, she watched gorillas on television, and she 
drew pictures of gorillas. 
Browne ( 1983: story page l) 
In this example, the instances of ' read', 'watched' and 'drew' on the one hand describe 
Hannah's activities. On the other hand, they invoke the strong passion that Hannah has 
for gorillas. Instances of attitude realised by these ideational meanings are referred to 
ideational tokens of invoked attitudes. In Chapter 4, the analysis focuses on inscribed 
appraisal but invoked appraisal is mentioned when the ideational tokens are repeatedly 
used in construing attitudes. 
The coding of attitude in the appraisal analysis of the story corpus follows Martin and 
White's sub-categorisation of affect, judgement and appreciation shown in Figure 2.9. 
affect ~judgement ~appreciation 
Figure 2.9: AlTITUDE network 
Affect is divided into three major sets of emotion: unlhappiness, in/security and 
dis/satisfaction. Martin and White (2005:49) state that the unlhappiness variable covers 
emotions concerned with 'affairs of the heart' - sadness, hate, happiness and love; the 
in/security variable covers emotions concerned with ecosocial well-being- anxiety, fear, 
confidence and trust; and the dis/satisfaction variable covers emotions concerned with 
telos (the pursuit of goals) - ennui, displeasure, curiosity, respect. Judgement sub-
categories are normality ('how special? '), capacity ('how capable?'), tenacity ('how 
dependable?'), veracity ('how honest') and propriety ('how far beyond reproach?'). The 
three sub-categories of appreciation are reaction ('did it grab me?' I 'did I like it?'), 
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composition ('did it hang together?' I 'was it hard to follow?') and valuation ('was it 
worthwhile?'). The coding of attitude also follows that of Martin and White (2005) in 
drawing a distinction between sad and not happy; by notating grammatical negation as 
'neg', we can code not happy as 'neg +hap', as opposed to sad as '-hap'. Morphological 
negation (e.g., unhappy, insecure) on the other hand is not arguable, since it is realised 
lexically, outside Halliday' s Mood function, and it is coded as negative rather than as 
negated attitude (i.e., -hap for unhappy, neg +hap for not happy) (Martin & White 
2005:71-73). 
In examining attitudes, it is also important to realise the dynamics of changes of attitudes 
as the text progresses. In this research the APPRASIAL framework will be used to ( 1) 
investigate the verbal attitude construed in stories; (2) examine the logogenetic dynamics 
of attitudes as stories develop; and (3) investigate the use of verbal attitude in stories in 
aligning readers to the narrative theme. The discussion of verbal attitude is interwoven in 
the discussion of story generic structure in Chapter 4. After investigating the face corpus 
(visual) and the story corpus (verbal), I wiJI concentrate in Chapter 5 on the examination 
of visual-verbal intersemiotic interplay and investigate the construal of evaluative 
meaning through intersemiotic interactions. 
2.5 Multimodal evaluation: the intersemiotic interplay 
The increasingly integrated use of images with language in different types of text in 
electronic or print media has created the need to go beyond logocentric accounts of 
literacy and literacy pedagogy (see for example the discussions in Lemke 1998; 
Unsworth 2006). The increasing significance of image in text suggests that any analysis 
must take place at the interface between these two semiotic resources, image and 
language. SFL and the metafunctional approach has been explicitly acknowledged as a 
model for analysing the combination of images and words in the work carried out on 
intersemiotic relations. Recent work by multimodal theorists such as Baldry (2000), 
Lemke (1998, 2002), Macken-Horarik (2003, 2004), Martin (2001, 2002), Martinec and 
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Salway (2005), O'Halloran (2004), Royce (1998, 2002) and Unsworth (2006) has 
provided various systems of analysis from within the SFL framework working on 
different data. The investigations tend to have an ideational focus because of the nature of 
the data. 
Since the current research focuses on the investigation of the multimodal evaluative 
effects achieved in Browne's picture book narratives, the discussion is strongly 
associated with the interpersonal metafunction. The most relevant published works in this 
area are Kress and van Leeuwen' s (2006) visual interactive system, Painter's (2007) 
system of VISUAL FOCALISATION and Painter's (2008) system of AMBIENCE, all 
concerned with visual meaning; see Section 2.3 this chapter. In respect of inter-semiotic 
meaning in relation to the interpersonal metafunction, Painter and Martin's (in press) 
model of intermodal complementarity and Martin's (2008) discussion of intermodal 
relationships in relation to genre offer models which will be reviewed in some detail 
below. 
2.5.1 lntermodal complementarity 
Closely related to the current investigation of the visual-verbal intersemiotic interplay in 
picture book narrative is Painter and Martin' s (in press) model of intermodal 
complementarity. This model considers 'the question of how choices combine across 
modalities, and how they complement one another' (Painter & Martin in press) in bi-
modal texts. To address these questions, they propose the concept of 'commitment' . 
Commitment is related to the SFL notion of instantiation, which is ' the relation between 
the totality of meaning choices and the specificity of the individual text'. Commitment 
refers to 'the amount of meaning potential that is committed in the process of 
instantiation' . In this paper, Painter and Martin consider 'the different affordances for 
meaning of the visual and verbal semiotics' lining up complementary systems within 
each metafunction, as shown in Table 2. 9. 
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Table 2.9: Complementary meaning systems across image and verbiage (adapted 
from Painter & Martin in press) 
VISUAL VERBAL 
Meaning potential Realisation Meaning Realisation 
potential 
IDEATIONAL 
character 
participant depiction depicted qualities participant nominal group 
and attributes identification, structures; 
(face; facial classification relational transitivity 
feature) ... 
INTERPERSONAL 
feeling 
visual affect facial feature verbal affect relational, mental, 
orientations behavioural processes 
and lexis expressing 
emotion 
ambience colour choices in 'tone' elaboration of 
relation to circumstantiation Ill 
vibrancy, warmth service of tone 
and familiarity 
affiliation 
visual focalisation gaze of character verbal sourcing of perception 
directed at reader focalisation and/or attitude, 
or depicted internal or external to 
content; story 
reader's gaze 
aligned or not 
with characters 
TEXTUAL 
phasing 
genre stages visual genre stages verbal texture 
dis/continuity 
In analysis of bi-modal texts, they consider 'the degree to which each [semiotic] 
"commits" meaning in a particular instance and the extent to which - for each 
metafunction - that commitment converges with or diverges from that of the other 
modality' (Painter & Martin in press). Intersemiotic 'convergence' is present when the 
visual and the verbal commit the same kinds of meanings. lntersemiotic 'divergence' 
occurs when the two modes commit different meanings in respect of the same semantic 
domain. 
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In the current research I follow and apply Painter and Martin's (in press) concepts of 
intersemiotic convergence and divergence in the examination of interpersonal 
metafunction in Browne's picture book narratives. In particular I focus on the interaction 
between VISUAL AFFECT and VERBAL AFFECT. For instance, if affect is committed in 
the visual representation of a character's facial expression but not in the verbal text, it 
will be considered as intersemiotic divergence. If two modes are realising contradictory 
affect (positive facial expression vs. negative verbal affect), it is also considered as 
intersemiotic divergence. Where both visual and verbal realise the same kind of affect or 
else commit no affect, it is considered here as intersemiotic convergence (see Table 2.1 0). 
Table 2.10: lntersemiotic convergence and divergence 
Visual Verbal Commitment relation 
affect - divergence 
-
affect diverg_ence 
positive affect negative affect divergence 
positive affect positive affect convergence 
- - convergence 
---- --
To exemplify, Plate 2.6 provides an example ofintersemiotic divergence. This is the 12th 
story-page of Browne's Piggybook. In this story-page, positive facial affect is committed 
in the depiction of the female character and negative facial affect is committed in the 
illustration of the male characters. However, there is no affect committed in the verbal 
text. This is an instance of where the visual and the verbal diverge. 
62 
•P-J,f.-A-S-E <omt be<~ .• " lhey muffled 
Plate 2.6: Intersemiotic divergence (Piggybook) 
Plate 2.7 presents an example of intersemiotic convergence. This is the second story-page 
of Browne's Silly Billy. In this story-page, the character Billy is represented with negative 
facial affect. In the verbiage, the choice of 'worried' inscribes negative verbal affect. This 
is an instance of where the visual and the verbal converge in inscribing negative affect. 
Plate 2.7: Intersemiotic convergence (Silly Billy) 
In this thesis, the analysis of text instances from Browne's work in terms of intersemiotic 
convergence and divergence will be discussed in detail in Chapter 5. 
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2.5.2 lntermodal interplay and story genre 
Apart from intermodal complementarity, Martin's (2008) concern that intermodal 
interplay should be taken into consideration in relation to story genre is relevant to the 
current research. In the discussion of a historical narrative, Photographs in the Mud 
(Wolfer & Harrison-Lever 2005), Martin (2008) examines the choices made in the 
interpersonal systems of ATTITUDE, FOCALISATION and AMBIENCE in relation to the 
story genre of thematic narrative, showing how the reader is aligned to the theme of 
reconciliation in the Australian-Japanese relationship. In this study, Martin (2008) argues 
that, 
Verbal and visual meanings are not realizations of an underlying message; rather they cooperate, hi-
modally, in the instantiation of a genre. 
Martin (2008: 136) 
Martin's (2008) work is a useful model for this research, which contributes to the study 
of intersemiotic interplay by focussing on that of visual and verbal affect and analysing 
its instantiation in Browne's work in relation to generic staging in the newly identified 
sub-genre of intra-focal narrative (see Chapter 5). 
2.6 Conclusion 
The main purpose of this chapter has been to establish the social-semiotic theoretical 
foundations for the investigation of multimodal evaluation in Anthony Browne's picture 
books. In order to do so, the SFL concepts of metafunctions, context and register and 
semogenesis have been introduced. Since the current research concentrates on the 
investigation of evaluative meanings, various studies on evaluative meanings in image, 
stories and visual-verbal intersemiotic interplay in the SFL literature have been reviewed. 
Firstly, the point was made that to date the investigation of evaluative meanings in 
Images has been concentrating on the interactive meanings, that is, image-reader 
relationship. In this discussion, Kress and van Leeuwen's (2006) VISUAL INTERACTIVE 
system, Painter's (2007) system of VISUAL FOCALISATION and Painter's (2008) 
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AMBIENCE are introduced. Drawing on Hjelmslev's (1943/1961) model of expression 
and content, this research proposes a bi-stratal model for the investigation of evaluative 
meanings in images, particularly the realisation of facial affect. In this discussion, I have 
also suggested how this model can be applied in the examination of the face corpus. 
Secondly, as I've been concerned with the creation of evaluative meanings in children's 
picture book stories, I have taken a linguistic approach towards stories. It is shown that 
the definition and understanding of 'evaluation' and 'narrative' have gone through 
changes from Labov and Waletzky's (1967/1997) seminal work on narrative ofpersonal 
experience to Martin and Rose's (2008) genre approach towards stories. Martin and 
Rose's (2008) concept of story family is introduced and the notion of evaluation as 
prosody. To explicate evaluation further, Martin and White's (2005) APPRAISAL 
framework is also explained. 
Thirdly, the creation of evaluative space through visual-verbal inter-semiotic interplay in 
picture book narratives is a major consideration. Two models are significant to the 
current research, Painter and Martin's (in press) model of intermodal complementarity 
and Martin's (2008) model of relating intermodality and story genre. These are useful 
models for this research, which contributes to the study of intersemiotic interplay by 
focussing on that of visual and verbal affect and analysing its instantiation in Browne's 
work in relation to generic staging in the newly identified sub-genre of intra-focal 
narrative. 
The first step in utilising social semiotic theory to examine evaluative mearung m 
Browne's work will be taken in the next chapter, Chapter 3. It deals mainly with images. 
In this chapter, a systematic description of the construction of faces in illustrations and 
the realisation of facial affect will be provided. 
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Chapter 3 
Construing Facial Affect: Articulation, Combination and Dimension 
3.1 Introduction 
Understanding faces and emotions and how emotions are expressed is an important part 
of the socialisation of young children. This is so significant it extends beyond the home 
into the realm of cultural institutions such as museums and galleries. On a swmy Sunday 
morning, I joined the long queue of families (most with young children) for the entrance 
ticket to the exhibition 'STAR WARS: Where Science Meets Imagination' at the 
Powerhouse Museum in Sydney. According to the promotional material, the exhibition 
contains '80 models, props and costumes from all six Star Wars films' and the purpose of 
the exhibition is to provide young children with a platform to 'discover the real world 
technologies that are rapidly making the Star Wars fantasy a reality' (Powerhouse 
Museum, Sydney). Mingling my way through enthusiastic kids with their hands on 
robots, I was attracted to a group of pre-school children pressing the buttons on a screen 
of Expressive Robot (see Plate 3.1) which provides a scale for movements of facial 
features from 1 to 3, with eyes, head and mouth making the robot's face expressive. It 
reads: 
Try this! Imagine you are a robot builder, what information can you give people 
about how the robot feels? Here are some ideas of what might happen to a robot 
• Its batteries are running low 
• It doesn't understand a command you give 
• It can't do what you want it to do 
• He has finished its job. 
66 
Plate 3.1: Expressive Robot 
(Photo taken 22 March 2009 at exhibition 'STAR WARS: Where Science Meets 
Imagination', 4 December 2008-26 April2009, Powerhouse Museum, Sydney Australia) 
The task of choosing a facial expression presented here is not as simple as it appears to 
be. Young children are expected to simultaneously understand three aspects: (1) the 
context of an expression and its relevant facial feature movements; (2) how the robot 
should/would feel in a different context; and (3) the meaning potential of the orientation 
of the facial features, for example, the left/right, up/down movement of the facial features 
in construing a different emotional status for the robot. 
Similar to creating an expressive robot, when illustrating faces one has to understand the 
forms and functions of various semiotic resources for construing faces and facial affect. 
The purpose of the current chapter is to provide a systematic description of how faces and 
facial affect are construed in illustrations in selected Browne's children's picture books. 
Nodelman (1991) comments on the effect of the visual representation of faces in picture 
books: 
Words cannot easily communicate the detail and depth of information about the overall appearance 
of physical objects that pictures so readily convey; even the most complete verbal description of a 
face or a setting is far more focused in the implications of specific details than the most simple 
caricature, which readily conveys the sense of a visual whole. 
Nodelman (1991:2) 
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Beyond children's picture books, facial affect or facial expression has long been 
discussed in different disciplines. In order to set parameters for the current investigation 
of how faces and facial affect are construed in illustrations, I will first briefly introduce 
the studies on facial expression from the perspective of the biologist, the zoologist and 
the psychologist. This review will in tum strengthen the social semiotic perspective taken 
in the current research. 
3.1.1 Facial expression: other perspectives 
Facial expression is a significant way of meaning making, expressing emotions, attitudes 
and evaluative meanings of all kind. This section briefly introduces three different 
perspectives in the investigation of facial expressions: those of the biologist, the zoologist 
and the psychologist. Drawing on different theoretical foundations and serving various 
purposes, studies of facial expression by scholars in these three disciplines have selected 
different subjects and employed different methods. 
From a biologist's perspective, Charles Darwin (1872/1965) investigated facial 
expression. His purpose was to prove the cross-cultural universality of facial expressions 
as well as the evolution of humans' facial expression from that of animals. Darwin 
describes the chief expressive actions in man and the lower animals, attempting to 
explain the origin and development of these actions. The purposes of Darwin's 
investigations determined the selection of subjects which included ' infants' , ' the insane', 
'photographed faces' and 'the congenitally blind' (Petrinovich 1973:229-230). 
While Darwin considered using illustrations of faces as a method of investigating facial 
expression, they did not serve his purpose: 
... I had hoped to derive much aid from the great masters in painting and sculpture, who are such 
close observers. Accordingly, I have looked at photographs and engravings of many well-known 
works; but with a few exceptions, have not thus profited. The reason no doubt is, that in works of 
art, beauty is the chief object; and strongly contracted facial muscles destroy beauty. The story of 
the composition is generally told with wonderfuJ force and truth by skilfully given accessories. 
Darwin (1872/1965:14) 
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From a zoologist's perspective, Morris ( 1977) generally adopts the same technique as 
used in observing animal behaviour to provide descriptions of human behaviours in 
public and private domains. When describing facial expressions, he concentrates on the 
signal sent through them in the interactions between humans, be it fear, anger, love or 
affection. From a psychologist's perspective, Ekman and his colleagues investigated 
facial expression in order to understand its relationship with social interactions as well as 
the 'true inner feelings' of the participants involved (Ekman et al., 1973, 1978, 1982). 
The purpose of this brief introduction is to point out the different vantage points adopted 
in investigating the same issue, i.e., facial expression. We expect that different theoretical 
viewpoints and different purposes of an investigation will lead researchers to adopt 
different methods of investigation. While Darwin was intent on proving the universality 
of the facial expressions of man and animals, Morris concentrated on describing the 
signals sent through facial expression in human communication, and Ekman and 
colleagues endeavoured to link facial expressions to human psychology. Adopting social 
semiotic theory allows the current project to extend the investigation of facial expression 
to the construal of facial affect in illustrations. Since the subject of the current 
investigation is illustrated faces, and the purpose of the investigation is to develop a 
model of how faces and facial affect are construed in still images, the theories and 
methodologies associated with the investigation of facial expression from the perspective 
of the biologist, the zoologist and the psychologist are not a central concern of the current 
project. 
3.1.2 Scope and perspective: a social semiotic perspective on facial 
expression 
Taking a social semiotic perspective, this chapter aspires to provide a systematic 
description of how facial affect is construed in illustrations in Browne's children's picture 
books. In construing faces and facial affect, one has to be skilled in manoeuvring the 
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semiotic resources available, as Peck (1987) points out in relation to the complexity of 
appreciating a facial expression: 
The ingredjents of an expression can be itemized as neatly as the recipe for a casserole. And the 
expression simulated can be as convincing as the casserole is tasty. But a recipe, as such, is 
inflexible, and its product is inevitable - like 2+2=4. To appreciate the subtle nuances of an 
expression, one must understand what the expression is all about, how it came to be. 
Peck ( 1987:Preface) 
Due to the parameters of the current research, this chapter aims to bring into sharp focus 
the phenomena of form and function in the investigation of the construal of facial affect, 
distinguishing between expression plane and content plane (Hjelmslev 1943/ 1961; see 
Figure3 .1; cf. Chapter 2). 
~ 
Content Plane 
Expression 
Plane 
Figure 3.1: Stratal relationship: expression and content 
In its focus on the expression plane, the chapter discusses the following three issues:(l) 
the construal of faces by the three imagic registers briefly mentioned in Chapter 1 
(Minimalist, Generic and Naturalistic) (Welch 2005; Tian 2010);(2) the dynamic 
functioning of these imagic registers in the unfolding of the text (logogenesis); and (3) 
the construal of facial feature orientations. The discussion includes a description of 
depicted head orientations (tilted, turned and frontal) and facial feature orientations, 
brows (e.g., inner raised), eyes (e.g., down-cast) and mouth (e.g., down-curved). The 
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current section also provides a system network of the potential facial feature orientations 
and their combinations. 
In its focus on the content plane, the chapter investigates the combinations of facial 
feature orientations in various contexts. These combinations provide an understanding of 
the meaning potential of the construal of positive affect (i.e., happiness, satisfaction, 
contentment, etc.), neutral affect (non-expressiveness) and negative facial affect (i.e., 
worry, sadness, fear, etc.). The discussion of the meaning potential on the content plane 
also examines the function of registerial dynamics in representing faces. An example of 
this is the use of a mix of Generic and Minimalist registers in construing the faces of 
anthropomorphic characters. Finally, the current chapter demonstrates the construal of 
facial affect in pseudo-interactions between characters. Ultimately this chapter seeks to 
further our understanding of the use of semiotic resources in construing facial affect in 
the multimodal storytelling typical of children' s picture books. 
3.1.3 Organisation of current chapter 
The organisation of the current chapter borrows from the stratal organisation of language. 
Section 3.2.1 demonstrates the construal of faces on the expression plane. Theoretically, 
in a discussion of the expression plane only the form of expressions and no meaning 
(function) will be involved. This section comprises three sections. Section 3 .2.1.1 
discusses the basic ingredients needed to illustrate the face and facial features. It also 
demonstrates how these ingredients can be combined. Section 3.2.1.2 further elaborates 
the different possibilities of combining these (semiotic) resources and proposes a 
typology and topology of the (illustrations of) faces found in Browne' repertoire. In this 
section, the three imagic registers, i.e., Minimalist, Generic and Naturalistic, are defined 
and exemplified. This section also discusses the possible registerial combinations and 
dynamics in the logogenetic representation of the character in a story. Finally, Section 
3.2.1.3 provides a description of head and facial feature orientations in a system network. 
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The discussion of faces presented in Section 3.2.2 is concerned with the content plane, 
mainly with the construal of characters and their facial affect. Firstly, it demonstrates 
how three types of characters - anthropomorphic (including zoomorphic), human and 
animal characters - are constructed in the illustration of faces. Secondly, it argues that on 
the content plane there are three types of facial affect construed, namely, negative, neutral 
and positive. It also points out that an intra-modal analysis helps to narrow down the 
meaning potential and specify the facial affect construed in the illustrations in children's 
picture books. 
3.2 Faces in two planes 
Drawing largely from the analysis of a corpus of ten children's picture books written and 
illustrated by Anthony Browne, this section illustrates the construal of faces and facial 
affect on expression plane and content plane (Halliday & Matthiessen 1999; Hjelmslev 
1943/ 1961). The theoretical separation of expression and content/form and function 
contributes to the consistency of the analysis and interpretation. This separation follows 
Hjelmslev's bi-stratal concept of expression and content, which is the traditional 
distinction of form and meaning. My intention is to test, apply and further modify this 
theory in relation to illustrated faces. Throughout the discussion, I argue that meanings 
cannot be found on the level of expression, and only limited among of semantics are 
committed at the level of content. In Section 3.2.1 Expression Plane, various forms of 
expressions in illustrated faces will be considered. The functions of these expressions will 
be discussed in Section 3.2.2 Content Plane. 
3.2.1 Expression plane 
This section focuses on the construal of faces on the expression plane; it presents (1) the 
semiotic resources available for the construal of faces; and (2) the possibilities of the 
combinations of these resources. 
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There are four essential points of the construal of faces in illustrations on the expression 
plane to be discussed in detail in this section. Firstly, drawing largely from the 
practitioner's perspective, the basic structure used in the illustration of faces will be 
discussed, including proportion and dimensionality. Secondly, the choice of semiotic 
resources (i.e., dots, lines and shapes and their combinations) in construing three imagic 
registers Minimalist, Generic and Naturalistic will be discussed. Thirdly, the possibility 
of the use of different registers in representing the same character through the unfolding 
of the text, which is defined in the current study as registeria/ shift, will be discussed. 
Last but not the least, head and facial feature orientations will be discussed since they are 
closely related to the construal of facial affect. 
The necessity of a meticulous discussion of the forms of expression, dots, lines and the 
orientations of these resources lies in the functional nature of these forms in relation to 
the construal of facial affect. 
3.2.1.1 Construing face: facial structure and features 
In illustrating a (character's) face, two elements are essential. They are the illustration of 
the head and facial features. Facial features include eyebrows, eyes, nose, mouth and 
ears. Though these five components are all significant facial features, facial affect is 
largely construed in the representation of eyebrows, eyes and the shape of the mouth. 
Therefore in the current research, the construal of three facial features eyebrows, eyes 
and mouth and their orientations is the major concern. As Matthiessen (2007) comments: 
The face in general (including the eyes and the regions around the eyes and the mouth) is a domain 
for the expression of interpersonal meanings (from the point of view of the metafunctions of 
language). This is now reflected graphically in the form of the stylized facial expression of 
"smileys" used in email messages, messages to online fora and elsewhere. 
Matthiessen (2007:6) 
In general, to illustrate a (human) face, one has to keep the face in proportion. In order to 
do so, practitioners usually use a grid which is later elaborated with the extension of the 
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horizontal and vertical construction lines to help determine the position of the facial 
features eyebrows, eyes, nose, ears, mouth and even chin. It is important to discuss these 
issues, since they serve as the fundamental starting point of the later discussion on 
typology and topology in the illustration of faces (Section 3.2.1.2) as well as the 
discussion on the orientation of head and facial features (Section 3.2.1.3). Without these 
horizontal and vertical guidelines, one will not be able to systematically and objectively 
map the facial feature orientations. 
3.2.1.1.1 Illustrating faces: basic structure and proportion 
Three aspects are significant: the construction of the face, proportion and the position of 
facial features. The discussion of proportion provides insights into the understanding of 
the illustration of faces. Firstly, it provides an overview of the basic structure of faces. 
Secondly, it provides an understanding of how facial features are positioned in relation to 
each other. Thirdly, it provides a benchmark (axis) where orientations stem from. 
To illustrate a (human) face, the shape of the face should be determined. It could be 
circle, oval or rectangular, depending on the style of illustration and the subject of 
representation. Here I use the illustration presented in Plate 3.2 to facilitate the 
discussion. To draw a face, first of all, one can sketch an oval for the skull (basic 
structure of the face). The second step is to draw the horizontal and vertical construction 
lines (guidelines) in order to place facial features. Generally the guidelines for the two 
eyes go through the centre of the oval. The vertical construction line also serves as the 
middle point for the illustration of nose and mouth. This strategy of illustrating faces is 
often taught in detail in materials for beginners who are interested in illustrating portraits 
(see Burton et al. 2007; De Reyna 1996). 
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Plate 3.2: Proportion in illustrating faces (frontal) 
(adapted from De Reyna 1996:105) 
The horizontal and vertical construction lines form an axis (see Plate 3.2). In this research 
the orientation and degree of orientation of facial features (eyebrows, eyes and mouth) 
are measured against the horizontal construction line. Meanwhile, the head orientation is 
measured against this axis15 (see Plate 3.3 for a profiled portrait of a human face). The 
discussion of the head and facial features orientations is in relation to the construction of 
the face itself instead of according to the position taken by the potential viewer. This 
criterion remains consistent in the discussion of expression plane in order to avoid 
potential misunderstandings at higher levels of abstractions (i.e., on the content plane) 
where meanings are involved. 
15 In general, the orientation of facial features can be measured against the horizontal construction line 
while the orientation of the head is often measured against the vertical one. 
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Plate 3.3: Proportion in illustrating faces (profile) 
(adapted from De Reyna 1996:105) 
After the basic structure of the head and the construction lines are introduced, the 
proportion of the facial features will be discussed. In both frontal and profile illustrations 
of faces (see Plates 3.2 and 3.3), the eyes are often placed halfway down the face, that is, 
where we have placed the horizontal guideline (middle) earlier. The base of the nose is 
halfway between the eyes and the chin, and the mouth is placed halfway between the 
bottom of the nose and the chin. Ears normally go from the level of the eyes to the base 
of the nose. In terms of proportion, the halfway measurement is important, as the 
practitioner De Reyna ( 1996) comments, 
It's just a matter of"halves". Halfway down is the eye; halfway between the eyebrow and the chin is 
the base of the nose, and halfway between the base of the nose and the chin is the edge of the lower 
lip . . .. the "halfway" measurements hold true for a front view of the head as well as a profile or 
three-quarter view. 
De Reyna ( 1996: I 05) 
In sum, this section considers the basic structure and proportion in the illustration of 
faces. These two elements, structure and proportion, are important in facilitating the later 
discussion of the illustration of facial feature orientations ( cf. Section 3.2.1.3 this 
chapter). 
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3.2.1.1.2 Representations of eyes: dots, shape and dimensionality 
This section considers the representation of eyes in illustrations. To start with, I will look 
at how eyes are represented in general. I will then consider three strategies in Browne's 
repertoire: representing eyes with two dots, adding shape to the representation of eyes 
and adding dimensionality to the representations of eyes. 
To illustrate a (human) eye, one can first draw a large black 'dot' to represent the pupil, 
and then sketch a darker circle around the dot to form the eyeball. The contrast between 
dark and light in illustrating these two circles creates a sense of depth (see this process in 
Plate 3.4 (left-most image)). After constructing the eyeball, a spherical shape can be 
added in forming eyelids (middle image in Plate 3.4). In this example, the eye is basically 
spherical in construction. 
Plate 3.4: Illustration of eyes: adding dimensions 
(from De Reyna 1996: 108) 
In practice, to illustrate eyes one can choose to use two dots only (representing the pupils) 
to form an abstract representation. One can also choose to add shapes forming eyelids as 
seen in the example in Plate 3.4. Furthermore, depth and reflection in the eyes can be 
added to create a three-dimensional effect. These three strategies are found in Browne's 
work. 
In Browne's stories, the eyes of the protagonists are often represented as two dots. Table 
3.1 presents an example selected from the picture book Silly Billy . Image (a) in Table 3.1 
shows the original picture cropped with head and shoulders, and Image (b) is further 
cropped to demonstrate the eyes, represented as two dots. 
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Table 3.1: Eyes represented as 'two dots' 
Silly Billy (p. 2) 
• 
Image (a) Image (b) 
This type of representation is the closest representation to the emoticon which IS 
frequently seen in computer-mediated communications (see Figure 3.2). 
Figure 3.2: Emoticoo 
The second strategy of representing eyes found in Browne's repertoire is to use shape to 
form eyeballs and eyelids. Table 3.2 provides an example selected from Browne's Zoo. In 
Image (b), an oval shape is drawn to represent eyelids and a smaller circle is drawn inside 
around the constructed pupil to represent eyeballs. As a result, a spherical construction is 
formed. Beside the eyes depicted, a few curly lines are added to represent 'winkles ' (see 
Image (b)). 
78 
Table 3.2: Adding shape to eyes 
Zoo (pp. 14 & 15) 
Image (a) Image (b) 
The third strategy for depicting eyes is the use of shading and cross-hatching in creating a 
three-dimensional effect in the illustration. It was found that the same strategies of adding 
shapes are used to draw human eyes, including pupils, iris around the pupils, eyeball, 
eyelid and eyelashes. 
Table 3.3: Adding dimensionality 
Into the Forest (p. 25) 
. . . 
-""-·-
Image (a) Image (b) 
The difference between the two kinds of representation presented in Table 3.2 and Table 
3.3 lies in the added technique of shading, which adds depth and three-dimensional effect 
to the eyes represented. The adoption of this technique creates light and reflection in the 
eyes which convey a sense of layer and volume to the representation, and as a result the 
image becomes more photographic-like. 
To summarise, illustrators are trained in the use of basic semiotic resources for example, 
lines, dots and shapes to create or recreate images. Various choices can be made in 
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combining these resources, which create different types of dimension and give us the 
representations of eyes, from the minor to the additional depth. In this section, we have 
seen examples of how eyes can be illustrated in three different ways in order to achieve 
different effects. 
3.2.1.1.3 Representations of mouth: lines, shape and dimensionality 
Three different strategies deployed in representing mouths in the corpus of selected 
stories by Browne will be considered in this section. In representing mouths, we can also 
see three methods employed by the author-illustrator. The first strategy is the use of a 
simple line in representing the (human) mouth (see Table 3.4, in particular Image (b)). 
Table 3.4: Mouth as 'one line' 
Piggybook (p. 26) 
Image (a) Image (b) 
The second strategy is the adoption of shape in representing/creating the division between 
upper and lower lips (see Table 3.5). 
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Table 3.5: Adding shape to the mouth 
Zoo (p. 1) 
Image (a) Image (b) 
The third strategy is to add shading and thus create a 3-D effect in the illustration. Using 
this technique, we see depth and volume in the representation of the mouth (see Table 
3.6). 
Table 3.6: Adding dimensionality to the mouth 
Into the Forest (p. 25) 
Image (a) Image (b) 
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3.2.1.2 Construing faces: typology, topology and dynamics 
3.2.1.2.1 Typology and topology: three imagic registers 
Based on the discussions presented in previous sections, it is shown that picture book 
illustrators can choose to represent faces in at least three imagic registers: Minimalist, 
Generic and Naturalistic. These three imagic registers 16 are defined as follows: 
Minimalist: Dot(s) and line(s) are used to form a symbolic representation of human 
faces. 
Generic: Shapes (i.e., circle, oval) are added to dot/s and line/s to represent human 
faces (two-dimensional effect). 
Naturalist: Shading (i.e., cross-hatching, smooth shading and adding volume) IS 
added to dot/s, line/sand shape/s to create three-dimensional effect. 
The imagic registers Minimalist, Generic and Naturalistic are three major types of 
representation of (human) faces in Browne's repertoire. These registers are best 
interpreted topologically, arranging images on a cline. Generally speaking, at the time of 
this research the expression or representation norm for picture books falls into the scale 
of minimalist-generic. For instance, a well-established picture book artist John 
Burningham's work could be considered as representing this norm. In many modem 
picture books, increasingly naturalistic representation gives way to hyperrealistics. 
Picture book artist David Wiesener's works are good examples of hyperrealistic 
representation of participants. These can constitute investigation for further research, 
however for the limits of the scope this thesis focuses on the discussion of the selected 
Browne's works. Table 3.7 presents five images scaled in relation to these registers. In 
Browne's repertoire, there are examples which illustrate faces in between a Minimalist 
and Generic ideal type, and in between ideal Generic and Naturalistic representations. 
16 The use of register here differs from the traditional use of the term 'register' in Systemic Functional 
Linguistics. In the current study, imagic register refers to a certain kind of combination of semiotic 
resources in construing images. It is still at the level of expression plane in terms of the realisation 
hierarchy. 
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Table 3.7: Topology: scale17 of registers in representing faces 
17 An illustrated image/face is 2-dimentional. 3-D effect is a gestalt effect rather than materially occupying three dimensions. In a 2-D based image, the constitution of 
smallest unit of a shape requires three points (i.e., a triangle). It is base on this observation that this research implemented a 3-way typology for the scaling. In comparison to 
3-way scaling, a 4-way typology seems redundant and a binary contrast is certainly insufficient. For future research, this model of classifying and scaling shall be tested 
across a bigger corpus of illustrated faces. 
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3.2.1.2.2 Registerial combinations 
Three imagic registers Minimalist, Generic and Naturalistic can be freely combined in 
representing a character's face. This free registerial combination is realised through 
the choices of imagic registers made in representing facial features eyes, nose and the 
mouth. Table 3.8 presents examples selected from the face corpus, altogether six 
different types of registerial combination. 
In Images (a), (b) and (c), only one imagic register is chosen to represent all three 
facial features. In Image (d), the representation combines two imagic registers, 
Generic and Minimalist, with the former, representing the eyes and the nose and the 
latter representing the mouth. Similar to the combination seen in Image (d), in Image 
(e) the representation of the character's face also combines two imagic registers. In 
this representation the eyes and the mouth of the character are both represented in 
Minimalist register while the nose is represented in Generic register. Image (f) is an 
example of where three imagic registers are chosen simultaneously in representing 
one single face. In this representation, Generic register is chosen to represent the eyes 
of the character, Naturalistic register to represent the nose and Minimalist register to 
represent the mouth. In sum, through the examination of the face corpus it has been 
revealed that in Browne's picture books three imagic registers are often freely 
combined to construe characters' faces. 
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Table 3.8: Registerial combinations in illustrating faces 
Representation of facial features Sample images 
Eyes I Nose I Mouth 
Minimalist Minimalist Minimalist 
a. Pif!f!Vbook 
Generic Generic Generic 
b. Piggybook 
Naturalistic Naturalistic Naturalistic 
c. into the Forest 
Generic Generic Minimalist 
Minimalist Generic Minimalist 
e. Willy the Wizard 
Generic Naturalistic Minimalist 
f. into the Forest 
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3.2.1.2.3 Registerial shifts 
Treating a picture book as one text, the turning of one page to the next involves the 
logogenetic development of the text itself. A unique phenomenon that is observed in 
Browne's work is that one single character's face can be represented differently in the 
unfolding of the text. The representations differ in the registerial choices made in 
depicting the character's face. This kind of logogenetic variation in the registerial 
choices made in representing one single character in a text is defined as registerial 
shifts in the current research. In this section, two examples of registerial shift found in 
Browne' s work will be presented and discussed. These two examples involve, firstly, 
the representation of the character 'mum' in the picture book Into the Forest, and, 
secondly, the illustration ofthe character 'mum' inPiggybook. 
ln the picture book Into the Forest, the character 'mum' is represented in Minimalist 
to Generic register (see Image (a) in Table 3.9) at the beginning of the text. At the end 
of the text, the same character is represented in Naturalistic register (see Image (b) in 
Table 3.9). Seen from Image (a), two dots are used to represent eyes, and shapes are 
incorporated in representing nose as well as mouth of the character. The combination 
of these two registers results in a Minimalist to Generic illustration of the face. In 
Image (b), shading (creating light) and volume are added to depict facial features, 
bringing in dimensionality. In this example of registerial shift, it is clear that in the 
logogenetic development of the text different semiotic choices are made deliberately 
to represent the same character. 
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Table 3.9: Registerial shift: illustrating 'Mum' in Into the Forest 
Register 
Minimalist 
to Generic 
Naturalistic 
'n.-----c• 
-..- ~--· 
.......... .._ 
----~ ............ __ _ 
Into the Forest 
Image (a) 
A second example of registerial shift can be found in Browne' s Piggy book. Table 3.1 0 
presents five different representations of the character ' mum' in Piggybook. On the 
front cover (see Image (a) in Table 3.10), ' mum' is represented in Minimalist imagic 
register. At the beginning of the text the character 'mum' s' facial features are not 
represented at all (see Image (b)). Towards the end of the text, Generic register is 
chosen to represent the character (see Images (c), (d) and (e)). 
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Table 3.10: Registerial shifts in Piggybook 
Sys 
1 
Piggybook 
Front Cover 
2 
Piggybook 
pp. 8 & 9 
3 
Piggybook 
pp. 22 & 23 
4 
Piggybook 
pp. 26 & 27 
5 
Piggy book 
p.28 
Images 
lmal!e ca 
~ ~
... ~ :-~~ -lt'!il 
lmal!e (b 
lmal!e cc 
!magic register 
Minimalist 
Faceless 
Generic 
Generic (close to 
the spectrum of 
Naturalistic) 
Generic (close to 
the spectrum of 
Minimalist) 
88 
To summarise, in the investigation of the construal of faces, I have mapped out three 
aspects: (1) the axis (vertical and horizontal construction lines) which serves as 
benchmark for the discussion of head and facial feature orientations; (2) the concept 
and definition of three imagic registers in the illustration of faces; and (3) the concepts 
of registerial combination and registerial shifts. 
The significance of these three aspects concerning the construal of faces is two-fold. 
Viewed from an educational perspective, Browne's work can be regarded as 
educational tools apprenticing young readers into the understanding of geometric 
shapes and their various uses in representations as well as abstractions. It can be 
considered an introduction for the young to the appreciation of artistic and aesthetic 
representations. Seen from the perspective of the picture book as a text, one would ask 
the following questions: What kind of effect can be achieved through the use of 
different imagic registers? What kind of effect is brought in by registerial shift? These 
are the questions to which I will provide answers below in discussions at the level of 
the content plane. Before moving on to this level, the discussion of the expression 
plane will be finalised by an examination of the construal of head and facial feature 
orientations. 
3.2.1.3 Construing facial (feature) orientations 
The aim of this section is three-fold. Firstly, it provides a description of head 
orientations construed in illustrations, arguing that the head of a character can be 
depicted as turned and tilted. Secondly, it aims to map the possibilities of facial 
feature orientations. The constructed orientations of eyebrows, eyes and the mouth of 
characters will be illustrated in detail. Thirdly, this section examines how features in 
the two systems of head orientation and facial feature orientation can be combined in 
representing faces in illustrations. To conclude, a system network of head and facial 
articulation will be provided and exemplified in this section. The discussion of head 
and facial feature orientations is significant for two reasons. It is important because 
the construal of head and facial features as well as their orientations are essential 
components of illustrated faces in expression. These construed orientations are also 
pivotal indications of the expression of affect, changes in emotions, the representation 
of actions as well as reactions on the content plane. 
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3.2.1.3.1 Head orientation 
Head orientation is an important factor in construing and conveying the action and 
emotion of a character. In this section, I will look at mainly two categories (see Figure 
3.3 for an overview) and their sub-categories of head orientation found in the corpus 
of selected stories by Browne. The two umbrella categories are back and frontal . 
Under the category frontal, there are two separate types, neutral and angled. Under 
the sub-category angled, there are two further types, turn and tilted. Table 3.11 
provides examples for each of these sub-categories. These examples will facilitate, 
exemplify and elaborate the discussion of head orientations as well as of the inter-
relationships between its sub-types. 
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Figure 3.3: System network of head orientation in illustration 
Before moving on to discuss the examples of the category frontal and its sub-
categories in detail, I will take a brief look at one of the two main categories in head 
orientation, i.e., back. Plate 3.5 presents an example which falls into this category. In 
this image, the character is depicted with her back to the viewer. In this case, there is a 
lack of ideational representation of facial features , which results in a lack of 
interpersonal meaning construed in the face. 
Plate 3.5: Head orientation (back) 
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Table 3.11: Head orientation (frontal and its sub-categories) 
Neutral Angled {Turned) Angled {Tilted) 
Image (a) Image (b) Image (d) 
Image (c) Image (e) 
Now let us turn the focus to look at the frontal category and its sub-categories. To 
start with, I will look at the first sub-category of head orientation, i.e., neutral. Image 
(a) is an example of a character drawn facing forward. With reference to the vertical 
and horizontal constructions discussed above in Section 3.2.1.1.1 , in the context of 
basic structure in illustrating faces, we can see that the two eyes of the character are 
drawn on the horizontal axis, and that the vertical axis passes through the centre 
between the two eyes and the nose as well as the mouth. As an audience, we can see 
both eyes of the protagonist and therefore we have pseudo-direct eye gaze with the 
character depicted. the analysis shows that the relationship between the two categories 
back and frontal is an 'either-or' relationship. That is, if one chooses to illustrate a 
character with his/her back facing the potential audiences, the option ofjrontal and its 
subsequent sub-categories would not be open for selection (see the sharp contrast 
between the illustration in Plate 3.5 and the illustration in Image (a) in Table 3.11). 
To follow, let us have a look at the second sub-category of head orientation, i.e., 
angled and its sub-types turned and tilted. Image (b) and Image (c) presented in Table 
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3.11 are examples of the head orientation turned. In Image (b) the character's bead is 
represented as turned right (in 0>90 angled), which can also be called three-quarter 
profile. Image (c) provides an example of the character's head being represented as 90 
degree turned. This angle can also be called profile. In the current research, turned 
refers to illustrations depicting the character's head as oriented in either horizontal left 
or horizontal right direction. Different from turned, the sub-type tilted refers to 
images where the head is oriented in a vertical up-and-down direction. For example, 
in Image (d) the character is illustrated with her head tilted down while Image (e) is 
an example of the head illustrated as tilted up. 
Finally, it is important to point out that the relationship between turned and tilted in 
the system angled is a 'both-and' relationship. That is, one can choose to represent the 
orientation of the head simultaneously as turned and tilted. The features in these two 
systems can be freely combined to a certain stance. For example, Plate 3.6 is a 
representation of the character's head with the combination of turned and tilted 
orientations. In this illustration, the head is illustrated as slightly ' turning' left 
(according to the vertical axis) and ' tilting' down (according to the horizontal axis). 
Plate 3.6: Combination of 'turned' and 'tilted' 
In sum, this section considers types of head orientation found in the face corpus, 
drawn from Browne's picture books. Two major types of head orientation are 
identified: back and frontal. I have also discussed examples of the sub-types in the 
system frontal and the inter-relationship between them. Two types of inter-
relationship between features, 'either-or' and 'both-and' , have been presented and 
discussed. These are essential choices and possible combinations of choices available 
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for the illustration of faces on the expression plane. Their functions and meanings are 
equally important and they will be the focus of the discussion on the content plane ( cf. 
Section 3 .2.2 this chapter). Before moving onto the content plane, I will examine the 
last factor on the expression plane, i.e., facial feature orientations. 
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The eyebrows, eyes and mouth are three essential elements that construe the affect of 
the face of a represented character. In particular facial affect is largely construed 
through the represented orientations of these three facial features . This section 
provides a systematic description of the orientations of eyebrows, eyes and mouth 
based on the corpus of selected stories by Browne. In this discussion, the orientations 
of these three facial features will be illustrated separately in the sequence of the 
orientations of eyebrows, eyes and mouth. Each of these discussions will be 
accompanied by a system network and selected images for the purpose of 
exemplification. Finally, a combined system network of the bead and facial feature 
orientations will be presented to illustrate their internal relationships and possible 
combinations. 
To begin, the orientations of eyebrows will be examined. Figure 3.4 provides a system 
network of the eyebrows orientations. 
EYEBROWS-
POSITION 
I flat . ed ORIENTATION- RAISED- enner-ra1s 
depicted TYPE raised TYPE centre-pulled 
not-depicted 
Figure 3.4: System network of eyebrows orientation 
In illustrations eyebrows can be either depicted or non-depicted (see Figure 3.4). 
There are no eyebrow orientations if they are not depicted. In depicted eyebrows, 
there are two types of orientations, flat and raised. Table 3.12 provides images to 
exemplify the different types of depiction and orientations of eyebrows. 
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Table 3.12: Eyebrows orientations 
lllustration of face Detailed Eyebrows 
I 
Image (a) 
Image (b) 
Image (c) 
Image (d) 
Image (e) 
Eyebrows (Description) 
Brows not depicted 
(Eyebrows not used as form 
to function as ' expressing' 
emotions) 
Brows evenly spread (flat) 
Brows slightly raised up 
Brows drawn together with 
inner comers rai sed and 
outer comers lowered 
Brows lower and centre 
pulled together 
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In Browne's repertoire, there are illustrations of characters with their eyebrows not 
depicted as in Image (a) in Table 3.12. The relationship between the depicted and 
non-depicted systems is an 'either-or' one. As we can see from the comparison and 
contrast between Image (a) and the rest of the images presented in Table 3.12, one can 
either choose to depict eyebrows or not to do so. In choosing not to depict eyebrows, 
the labour of inscribing facial affect will be distributed to the other two facial features, 
eyes and mouth. In such an illustration, on the expression plane brows are not used as 
the form to serve the expressive function of construing affect. 
Now let us turn our focus to look at the orientations of brows once they are depicted. 
Brows can be depicted as flat, which means there is no orientation represented. In this 
case, the brows are evenly spread on the two sides of the vertical axis and they are 
positioned paralleled to the horizontal axis. Image (b) in Table 3.12 provides an 
example of brows illustrated as flat. Eyebrows can also be represented as raised. In 
Image (c), brows are illustrated as slightly raised. In Image (d), brows are illustrated 
as drawn together with inner comers raised and outer comers lowered. In Image (e) 
brows are represented as lower and with inner comer pulled together to the centre 
(i.e., furrowed brows). 
Apart from the orientations of eyebrows, the represented orientations of eyes also 
contribute to the construal of facial affect of the illustrated characters. Figure 3.5 
presents a system network of the possibilities of depicted eye orientations. 
OPEN- [full-open 
TYPE half-open 
open non-directed 
DIRECTION 
directed 
d 
VERTICAL [directed-up 
d irected-<iown 
HORIZONTAL ~irected-left 
directed-right 
Figure 3.5: System network of eye orientation 
The network shows that in illustrations eyes can be depicted as either open or closed. 
lf one chooses to depict a character with his/her eyes closed, the option of open eyes 
and the subsequent eye orientations is no longer available. lf eyes are depicted as 
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open, there are two types of openness: full open or half open. If eyes are depicted as 
open, they can be illustrated as either directed or non-directed. If eyes are depicted as 
directed, they can be illustrated with vertical and/or horizontal orientations. Analysis 
demonstrates that the open-type system and the direction system are two simultaneous 
systems. For example, a character can be illustrated with his/her eyes full open and at 
the same time directing up. Table 3.13 provides five cropped images selected from 
Browne's work to further exemplify and elaborate the systematic description of eye 
orientation. 
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Table 3.13: Eye orientations 
Image 
Image (a) 
Image (b) 
Image (c) 
Image (d) 
Image (e) 
Detailed Eyes Eyes 
Eyes closed 
Two dots representing 
human eyes, no 
movement construed; 
direct gaze, (pseudo) 
eye-to-eye contact 
Direct gaze; (pseudo) 
contact; no sclera 
(white part of eye) 
showing above or 
below iris (colour part 
of eye); upper and 
lower eyelids evenly 
spread 
Direct gaze; (pseudo) 
eye-to-eye contact; 
upper eyelids dropped 
down; lower eyelids 
raised 
No direct gaze; pupils 
oriented to upper right 
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As argued above, eyes can be depicted as either open or closed. Image (a) presented in 
Table 3.13 is an example of a character depicted with her eyes closed. The rest of the 
images in Table 3.13 illustrate characters with their eyes open. In Image (b), the 
character's eyes are depicted as Minimalist 'two dots'. In this case it is not possible to 
represent eye orientations. In other words, the system directed is not an option for 
minimalist representations. However, as audiences we can still have direct eye gaze 
with the depicted character. 
Eyes can also be depicted as full-open or half-open18 and simultaneously directed or 
non-directed. While eyes are depicted either half-open or full-open, the orientations of 
the eyeballs/pupils can be seen. The eyeballs and pupil can be depicted as centred, 
which means eyes are illustrated as open and non-directed. Image (c) is an example of 
eyes depicted as full-open and non-directed. The upper and lower eyelids are 
illustrated as evenly spread across the horizontal axis. As audiences we have direct 
eye gaze with the character. The eyeballs and pupil can also be depicted as orienting 
to a chosen direction (vertically and/or horizontally). Horizontally, they can be 
depicted as orienting from left to right or vice versa. Vertically, they can be depicted 
as orienting from up to down and vice versa. Moreover, the upper and lower eyelids 
can be illustrated as drawn down or pulled up. For instance, in Image (d) the eyelids 
are illustrated as dropping down. Image (e) is an example of eyes that are illustrated 
as full-open and directing to the upper right position. In sum, we have seen the 
description of potential eye orientation in illustrations and its relationship with the 
aperture of the eyes depicted. 
After the necessary meticulous description of eye orientation and possible 
combinations in illustrations, it is now time to point out the relationship between eye 
orientation and the three imagic registers in representing eyes (Minimalist, Generic 
and Naturalistic). The choices made in imagic registers in illustrating eyes to a certain 
extent restrict the options available in the system of eye orientations. To be specific, 
the feature closed, half-open and the system of direction is not available to the 
Minimalist representation of eyes in illustrations. The reason lies in the fact that there 
are no geometric shapes involved in the Minimalist representation of eyes in order to 
form upper and lower eyelids, which are crucial factors in determining the degree of 
18 Openness refers to the orientations of the upper and lower parts of eye lids. 
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openness as well as the orientation of the eyes. Plate 3.7 reproduces an image selected 
from Browne's Silly Billy. In this image, the character's eyes are represented in 
Minimalist 'two dots' and it is clear that it can only be illustrated as full-open and 
non-directed. 
Plate 3.7: Minimalist eyes and their non-directness 
As for the other imagic registers, Generic and Naturalistic, the options in the eye 
orientation system will not be affected by the choice of either of them. Figure 3.6 
further illustrates the relationship between imagic registers and eye orientation. 
Furthermore, on the content plane the chosen form of Minimalist representation of 
eyes is not able to construe any affect. The labour is therefore distributed to other 
facial features. For example, affect is construed in the direction of eyebrows and 
mouth as seen from the image in Plate 3.7. 
pen 
eYeS-
eyes ~ 
closed 
OPCN- rfull open 
TYPE I half-open 
.-~-t-if..:...M_i-ni_m_a_lis_t ..,J 
on-directeo 
DIRECTION 
directed 
lnot if Mimmalist ] 
VERTICAL [directed-up 
d1 reeled-down 
HORIZONTAL [directed-left 
directed-right 
Figure 3.6: Three imagic registers and the system network of eye orientation 
Finally we will have a look at the representation of the mouth as well as its 
orientations in the face corpus. Figure 3.7 presents a system network of the 
representation of mouth and its potential orientations. 
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mouth 
MOUTH-
APERTURE 
MOUTH-
jaw-Open 
jaw-closed 
non-eurved 
JAW- [jaw-full-apen 
OPEN-TYPE jaw-half-open 
TEETH- [teeth-exposed 
EXPOSURE teeth-non-exposed 
ORIENTATION I d CURVED- [up-curved 
curve TYPE down-curved 
Figure 3.7: System network of mouth orientation 
The network shows that the representation of the mouth in illustrations consists of two 
simultaneous systems, mouth aperture and mouth orientation. In the face corpus of 
Browne's illustrations, a character can be illustrated with his/her mouth/jaw either 
open or closed. If the jaw is illustrated as open, there is a further choice of half-open 
to full-open. With the jaw illustrated as open, one can choose to illustrate a mouth 
with teeth-exposed or otherwise. As for the system of mouth orientation, a character's 
mouth can be illustrated as either non-curved or curved. If it is illustrated as curved, 
there are two options available, up-curved or down-curved. To further elaborate, 
Table 3.14 provides images with the mouth illustrated in seven different ways 
(combinations). 
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Table 3.14: Mouth orientations 
Image Detailed mouth 
Image (a) 
Image (b) 
Image (c) 
Image (d) 
Description 
Jaws closed (illustrated 
with one line); mouth 
comers raised and 
pushing the cheek up 
Jaws closed; lips 
retracted horizontally; 
mouth comer slightly 
raised, pushing the cheek 
up (with two lines around 
upper part of the mouth 
corner as indicator) 
Jaws closed; comers of 
lips pulled slightly down 
Jaws closed; lips 
retracted horizontally; 
upper and lower lips 
drawn down; comers of 
mouth drawn down 
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Image (e) 
Image (f) 
Image (g) 
Jaws closed; no 
retractions of upper and 
lower lips; comers of 
mouth stay horizontally 
even 
Jaws wide open; lips 
comers raised; lips 
widely retracted 
vertically and 
horizontally, exposing 
the teeth (and sometimes, 
the tongue) 
Jaws half open; lips 
contracted vertically; 
teeth not shown 
As argued above, the illustration of mouths can be categorised into two groups 
according to the APERTURE, jaw-open and jaw-closed. Images (a) to (e) are 
examples of jaw-closed. In Image (f) the character is illustrated with jaws wide open; 
lips comers raised and lips retracted wide vertically and horizontally. The illustration 
also depicts the open mouth with teeth and tongue exposed. In Image (g) the character 
is illustrated with jaw half-open and without the exposure of teeth . 
Let us now focus on the images that fall into the category jaw-closed. This category of 
representation includes three strategies in depicting mouth orientations: mouth comers 
illustrated as raised-up (curved-up); mouth corners remain horizontally flat (non-
curved) and mouth corners drawn down (curved-down). Images (a) and (b) are 
examples of the combinations of these choices, jaw-closed, curved, and up-curved. In 
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particular, in Image (b), we can see that the mouth is illustrated as jaws closed, lips 
retracted horizontally and the mouth comers slightly raised up. The raising up of 
mouth comers in tum pushes the cheeks up (with two lines around the upper part of 
the mouth comer as indicator of 'push-up'). Images (c) and (d) are examples of the 
illustrations of a down-curved mouth. In Image (d) we see that the mouth is illustrated 
with jaws closed and lips retracted horizontally. In this illustration, upper and lower 
lips are illustrated as drawn down and as a result the mouth comers are drawn down 
as well. Similarly, Image (c) presents an illustration with mouth comers depicted as 
slightly drawn down. Seen from the images, the down-curved mouth in Image (d) is 
highly graduated compared to that of Image (c). Image (e) is an example of mouth 
illustrated as non-curved, where the mouth is illustrated as jaw-closed with no 
retractions of upper and lower lips and mouth comers staying horizontally even. 
The analysis and the discussion of the images presented in Table 3.14 make it 
important to point out the relationship between the three imagic registers and the 
representation of mouth orientations. It is argued here that the system of jaw-open is 
not available for the Minimalist representations of the mouth. In other words, if one 
chooses to use one line to represent the mouth, there is no shape involved in 
representing upper and lower lips and as a result jaw-open is practically not an option 
for a one-line representation of the mouth. This restriction does not apply to Generic 
and Naturalistic representations since both of these have shapes involved in 
representing the mouth. This relationship is represented in the system network in 
Figure 3.8. 
rrouth 
·Jaw...open 
lOOt ifMirimalist I (MOUTH-
APERTURE 
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MOUTH-
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OPEN-TYPE jaw-half-open 
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EXPOSURE -tooth-non-Axposerl 
\ 
ORIENTATION urved CURVED-
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Figure 3.8: Three imagic registers and the system network of mouth orientation 
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3.2.1.3.3 Head and facial feature orientations in combination 
So far, we have discussed separately the orientation of four essential elements on the 
expression plane which will contribute significantly to the construal of facial affect on 
an upper level on the content plane. These four elements are head, eyebrows, eyes and 
mouth. They are referred to as facial (feature) articulators in the current project and 
Figure 3.9 presents the system network of facial (feature) articulation. It is argued that 
the systems of head orientation, eyebrows position, eyes and mouth are four 
simultaneous systems. This section demonstrates how features in these four systems 
can be combined in construing faces. 
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Figure 3.9: System network of facial articulation 
105 
The systems of head orientation, eyebrows position, eyes and mouth are four 
simultaneous systems, which means that the features in these four systems, with some 
qualification, can be freely combined. For instance, in illustrating a (human) face one can 
choose the feature flat from the eyebrows position system in combination with the 
features full-open and directed-up in the eyes system. To add head and mouth 
orientations, the features turned (0-90 degree) and tilted up can be chosen from the head 
orientation system, combined with the feature jaw-closed and down-curved in the mouth 
system. To further clarify the combinations of the representation of facial feature 
orientations, two portraits are selected from Browne's work as demonstrations. 
The first example discussed is chosen from the picture book Zoo (see Plate 3.8). This 
illustration construes a laughing face (in particular, uncontrollable laughter). In depicting 
the eyebrows, the feature flat is chosen. The brows are evenly spread and centred. To 
represent the eyes, the features half-open and oriented-down are chosen in the eye system. 
In addition, the lower eyelids are depicted as being pushed up by the lower face, and as a 
result, the wrinkling of skin at the lateral comers of the eyes is also illustrated. Moisture 
fills the eyes and drops of tears are illustrated in representing uncontrollable laughter. To 
represent the mouth, the jaws are illustrated as wide open, lip comers raised and lips 
retracted wide, and vertically and horizontally. In this illustration of the mouth the 
features of jaw-full-open and teeth-exposed are chosen from the mouth system. In the 
system head orientation, the feature tilted-up is chosen. 
Plate 3.8: Combination of facial feature orientations (Zoo) 
The second example presented here is selected from Browne's Willy the Wimp (see Plate 
3.9). In this illustration of the character's face, we can see the head is illustrated asfrontal 
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and neutral (not angled). The brows are illustrated inner raised. The eyes are illustrated 
as half-open and oriented-down. The mouth is illustrated with jaws moderately open and 
lips bluntly retracted horizontally with corners of the mouth dropped down exposmg 
teeth. 
Plate 3.9: Combination of facial feature orientations (Willy the Wimp) 
In sum, these examples further demonstrate that the four systems head orientation, 
eyebrows position, eyes and mouth are simultaneous ones. The construal of facial affect 
largely relies on the choices and combinations made in these facial feature articulators. 
To conclude the discussion of the expression plane, in this section we have mainly dealt 
with three issues in the construal of faces. These three issues are the basic structure in 
illustrating faces, three imagic registers (Minimalist, Generic and Naturalistic) in 
representing faces, and lastly the construal of head and facial feature orientations. These 
discussions have concentrated on the expression form and therefore, meaning potentials 
as well as functions of these forms have not yet been presented. In the next section, 
meaning potentials, functions and in particular the construal of facial affect in relation to 
the choices of different forms presented on the expression plane will be discussed in 
detail. 
3.2.2 Content plane 
This section examines the construal of facial affect on the content plane. There are two 
chief aspects to this. The first aspect is the further elaboration of the concept of three 
imagic registers Minimalist, Generic and Naturalistic proposed in the discussion of the 
expression plane. Here it is argued that the three imagic registers and their dynamics 
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function to create three different types of character in Browne's illustrated stories: 
anthropomorphic (zoomorphic), animal and human characters. The second task is to 
further illustrate the meaning potential and function of the construal of head and facial 
feature orientations. It is argued here that on the content plane, these construed 
orientations contribute largely to the representation of negative, neutral and positive facial 
affect. 
3.2.2.1 Creating characters: functions of three imagic registers and dynamics 
This section consists three parts: Section 3.2.2.1.1 considers the creation of 
anthropomorphic and zoomorphic characters; Section 3.2.2.1.2 deals with the construal of 
animal characters; and Section 3.2.2.1.3 considers the creation of human characters. 
3.2.2.1.1 Creating anthropomorphic and zoomorphic characters 
In fairytales or children's stories we often encounter animals that talk and have human-
like behaviours. We also encounter human characters that get transformed into animals or 
even monsters. The former are generally referred to as anthropomorphic characters and 
the latter zoomorphic ones. In children's picture books, different strategies have been 
taken up in illustrating these characters. Among those strategies, putting clothing on 
illustrated animals is a frequently chosen one to attribute an anthropomorphic identity to 
the depicted character. For example, the blue jacket (see Plate 3.10) gives Peter the 
Rabbit distinctive characteristic in Beatrix Potter's famous The Tale of Peter the Rabbit. 
Plate 3.10: The blue jacket of Peter the Rabbit 
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The examination of the face corpus, comprising faces from selected stories by Browne, 
has revealed that apart from illustrating animal characters with clothes on, depicting the 
character's face with the mixing of three imagic registers Minimalist, Generic and 
Naturalistic is another effective strategy to attribute anthropomorphic identity to the 
character. For example, the face of the character Willy in selected Browne's Willy books 
(Willy the Wimp, Willy and Hugh, Willy the Champ and Willy the Wizard) is illustrated 
with a combination of Generic and Minimalist registers. The consistency of this pattern 
indicates that such a combination is chosen to indicate that Willy is an anthropomorphic 
character. Plate 3.11 shows a detailed illustration of the protagonist Willy in Browne's 
Willy the Wimp. In this illustration, we can see that the imagic register Generic is used to 
represent the facial features eyes and nose, while Minimalist is chosen to represent the 
mouth. This combination frequently occurs in the Willy series, serving the function of 
identification and attribution, assigning anthropomorphic features to the character as well 
as distinguishing the character from human and animal characters. 
Plate 3.11: Anthropomorphic character and registerial mix (Willy the Wimp) 
A second example from Browne's work is the representation of the toy-turned gorilla in 
the picture book Gorilla. Plate 3.12 presents one of the illustrations of this character. 
109 
Plate 3.12: Anthropomorphic character and registerial mix (Gorilla) 
This representation shows the gorilla illustrated with human clothing and a human-like 
gesture which identifies the character as an anthropomorphic one. Apart from these 
features, it is also clear that the face of the character is illustrated with a mix of the two 
imagic registers Generic and Minimalist. The facial features eyes and nose of the 
character are illustrated in Generic register while the mouth is illustrated with Minimalist 
up-curved line. The combination of human clothing, human-like gesture and the 
registerial mix in representing the face creates an anthropomorphic character in the 
picture book Gorilla. 
Registerial mix is also used to represent zoomorphic characters. Table 3.15 presents two 
images from the face corpus, taken from Browne's Piggybook. Image (a) is an illustration 
of the character Mr Piggott and in this representation the face is represented on a 
Minimalist to Generic scale. Image (b) is an illustration of Mr Piggott having turned into 
a pig. In this illustration, we can see that apart from the added pig 's feature (e.g., ears and 
nose) the registerial mix of Generic and Minimalist representation also attributes 
zoomorphic feature to the character. 
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Table 3.15: Registerial mix and the construal of a zoomorphic character 
Image (a) Mr Piggott Image (b) Mr Piggott turns into a pig 
On the basis of the analysis of the face corpus it can be suggested that registerial mix is 
always necessary for the construal of anthropomorphic or zoomorphic characters, though 
it may also be used for simply human characters. It is argued here that registerial mix is 
essential to the creation of anthropomorphic and zoomorphic characters because a lack of 
registerial mix in the representation would eliminate the generic features of these 
characters. For instance, a naturalistic representation will result in the construal of either a 
human character or an animal character. In sum, registerial mix (often Generic plus 
Minimalist representation) is a significant aspect in construing anthropomorphic and 
zoomorphic characters in Browne's repertoire. 
3.2.2.1.2 Creating animal characters 
While the choice of mixed registers in construing the face serves to represent 
anthropomorphic and zoomorphic characters, the use of Naturalistic register is to 
distinguish animal characters from anthropomorphic or zoomorphic ones in Browne's 
work. Table 3.16 presents a comparison between the representation of an anthro-
pomorphic character and an animal character in Browne's story Gorilla. Image (a) is a 
detailed illustration of the toy-turned gorilla. ln this representation, the mix of Generic 
and Minimalist register is chosen to attribute anthropomorphic features to the character. 
The character presented in Image (b) is a chimpanzee seen in the zoo in the same picture 
book. It is represented in Naturalistic register. 
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Table 3.16: Comparison of Minimalist to Generic vs. Naturalistic representation 
Image (a) Minimalist to Generic 
representation (gorilla) 
l_-.... ·\. 
t.• ~ 
. .,_ 
v-
Image (b) Naturalistic representation of 
chimpanzee 
This comparison demonstrates that to illustrate animals, Browne often chooses to use 
Naturalistic register only, distinguishing them from anthropomorphic or zoomorphic 
characters. Plate 3.13 presents another example of the creation of animal character by 
Browne in his picture book Zoo. 19 In this illustration, the gorilla is depicted in great 
detail. The facial features are represented in Naturalistic register. In particular, the eyes 
are illustrated with a strong reflection of light, creating a three-dimensional effect. 
Plate 3.13: Creating animal character (Zoo) 
19 It is also important to point out that the human characters in this picture book are often represented in 
Generic register. There is a sharp contrast created when the human characters (Generic representation) and 
the animal characters (Naturalistic representation) are together put on a double-page spread. The Generic 
representation of the human characters plus the construal of positive affect on their faces contrast with the 
Naturalistic representation of the animals and the construal of negative affect on their faces. These issues 
will be further discussed and elaborated in the image-verbiage co-articulation chapter. 
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3.2.2.1.3 Creating human characters 
The examination of the face corpus reveals that human characters in Browne's work can 
be represented in mainly three styles: (1) iconic, (2) portrait-like and (3) cartoon-style. 
3.2.2.1.3.1 Iconic representation of human characters 
Minimalist to Generic representation (in particular) of the facial features contributes to 
the creation of an iconic representation of a human character. In some of Browne's work, 
several characters are construed as iconic representations of humans, for example the 
character 'I' in the picture book into the Forest (see Plate 3.14). 
Plate 3.14: Iconic representation of human character (Into the Forest) 
In this illustration, Minimalist 'two dots ' and one line are used to represent eyes and 
mouth separately. The nose is represented on the Minimalist to Generic scale. 
A second example of iconic representation of human characters can be found in Browne's 
picture book Silly Billy (see Plate 3.15). In this illustration Minimalist two dots and one 
line are used to represent the eyes and mouth separately. The nose is represented on the 
Minimalist to Generic scale. 
Plate 3.15: Iconic representation of human character (Silly Billy) 
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Seen through these two examples, the iconic representation is sufficient to sketch the 
basic generic features of a human character. However, it does not assign individuality to 
the character created (i.e., there is not much difference between the character '1' created 
in Into the Forest and the character Billy in Silly Billy). The character is 'human' in 
general as opposed to other species. As readers, we are invited to bond with the character 
as fellow human being in general instead of being drawn into a more intimate 
interpersonal distance. As a result, the emotional status and feelings of these characters 
are meant to be appreciated while maintaining an individual detachment. 
3.2.2.1.3.2 Portrait-style representation of human characters 
The Naturalistic representation of all facial features contributes to a realistic 
representation of the character depicted. Plate 3.16 provides an example of a Naturalistic 
representation of the character. This type of representation creates individuality with 
precise depiction, which displays the likeness, personality and mood of the character. 
With this individuality, we see more of the character's personality inscribed in the face. 
Characters represented in this style tend to have a more specific identity. 
Plate 3.16: Portrait-style representation of human character (Into the Forest) 
3.2.2.1.3.3 Cartoon-style representation of human characters 
The combination of Minimalist, Generic and Naturalistic registers contributes to the 
creation of a cartoon-style representation of the human character. Plate 3.17 presents an 
example of cartoon-style representation selected from Into the Forest. 
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Plate 3.17: Cartoon-style representation of human character (Into the Forest) 
Ln this illustration, the character 'Grandma' is depicted with Generic representation of 
eyes, Naturalistic representation of the nose and Minimalist representation of the mouth. 
In this kind of representation, the size of the facial features eyes, nose and the mouth is 
exaggerated. This is the only example in the face corpus of combining three registers in 
representing one single character. Without further examples, it is impossible to draw any 
conclusion as to what function this style of representation serves in the story. 
3.2.2.2 Construing facial affect: facial feature orientation 
The three elements that construe and change the affect or expression of a face are 
eyebrows, eyes and mouth. They construe and change the facial affect of a particular 
character through the representation of their orientations. It is argued that on the content 
plane three types of facial affect - negative, neutral and positive - can be construed 
through the representation of facial feature orientations. This section demonstrates the 
construal of these three types of facial affect in the face corpus. 
Before we move on to discuss in detail the construal of negative, neutral and positive 
facial affect, it is important to point out the expressiveness of lines and the meaning 
potentials of the orientations of lines. Two perspectives, firstly, the fine arts interpretation 
of the expressiveness of lines, and, secondly, philosophical linguistics' concept on 
orientation metaphor, will be used for a fundamental interpretation of the orientation of 
illustrated facial features. 
The expressiveness of lines is widely recognised in the field of fine arts. As art historian 
Adams (2008) points out that, 
115 
A line is the path traced by a moving point. For the artist, the moving point is the tip of whatever 
instrument is used to create an image on a surface. In geometry, a line has no width or volume; it has 
only length and direction. In the language of art, however, a line can have many qualities, depending 
how it is drawn. 
Adams (2008:13) 
Table 3.17 illustrates how lines can be drawn differently and the various expressive 
meanings they contain. 
Table 3.17: Expressiveness of lines 
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On the content plane a curved line can be used to convey a sense of flow. For instance, 
curved lines can be drawn to represent a watercourse or the waves of the ocean. Zigzag 
lines with sharp angles can be used to signal aggressiveness. Under the same assumption, 
the expressiveness of lines can also be found in the construal of facial affect in 
illustrations of faces. Adams (2008) writes that, 'In the configuration of the face, it is 
especially easy to see the expressive impact of lines' [see Table 3 .18]. In Image (a), the 
upward curves create a happy face, and in Image (b) the downward curves create a sad 
one. These characteristics of upward and downward curves actually correspond to the 
emotions as expressed in natural physiognomy. They are reflected in language when we 
speak of people having "ups and downs" or of events being "uppers" or "downers"' 
(2008:14). 
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Table 3.18: Expressive lines and emotional 'up and down' (adapted from Adams 
2008:13-14) 
Image (a) Image (b) 
From a philosophical linguistics point of view, Lakoff and Johnson (2003) also 
demonstrate the relationship between spatial orientations and the interpretation of 
emotional status. Their work exemplifies how most of our fundamental concepts are 
organised in terms of spatial orientation metaphors. In particular, they demonstrate the 
association of orientation metaphors in everyday language, for instance up-down, and 
emotional status. Succinctly, they (2003) write: 
... we will call these orientational metaphors (italics in original), since most of them have to do with 
spatial orientations: up-down, in-out, front-back, on-off, deep-shallow, central-peripheral. These 
spatial orientations arise from the fact that we have bodies of the sort we have and that they function 
as they do in our physical environment. Orientation metaphors give a concept a spatial orientation; 
for example, HAPPY IS UP (bold in original). The fact that the concept HAPPY (ditto) is oriented 
UP (ditto) leads to English expressions like "I'm feeling up today". 
Lakoff & Johnson (2003: 14) 
These orientational metaphors also have a 'physical basis' as in Lakoff & Johnson's 
(2003) words 'drooping posture typically goes along with sadness and depression, erect 
posture with a positive emotional state' (Lakoff & Johnson 2003: 15). 
· Drawing on these concepts suggesting a relationship between orientations and the 
construal of emotional status, this section pushes the discussion of facial feature 
orientations on the expression plane (cf. Section 3.2.1) one level up to the content plane. 
It illustrates in detail the meaning potential of head and facial feature orientations. 
According to the head and facial feature orientations, the illustrated facial affect can be 
organised into the following three categories on the content plane: firstly, the construal of 
negative facial affect; secondly, the representation of neutral facial affect; and, thirdly, the 
construction of positive facial affect. 
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The drawing/curving down of facial features in the expression plane often indicates the 
construal of negative facial affect on the content plane. Image (a) in Table 3.19 provides 
an example of the orientation of 'down' of the represented facial features and thus 
construes negative facial affect. The eyebrows of the character are illustrated as outer-
comer drawn-down and the mouth curved down. In context, this negative facial affect can 
be interpreted as worried, sad, unsatisfied, etc. 
Table 3.19: Construal of negative, neutral and positive facial affect in illustrations 
Image (a) Negative Image (b) Neutral Image (c) Positive 
The choice of non-directed or horizontal lines in the expression form usually contributes 
to the creation of the neutral facial affect on the content plane. Image (b) in Table 3.19 
exemplifies the use of ' flat ' - a horizontal left-to-right line in representing the neutral 
facial affect where a non-expressive attitude is construed. Finally, the up-curvedness of 
facial features generally indicates the construal of positive facial affect. Image (c) 
demonstrates that with an up-curved line, positive facial affect is construed. In context, 
this can be interpreted as happy, satisfied, content, etc. 
In sum, we have so far mapped out the three types of facial affect construed in Browne's 
illustrations as well as their relationship with facial feature orientations. The following 
three sub-sections will further elaborate the construal of facial affect on the content plane. 
The construal of negative, neutral and positive facial affect will be dealt with separately 
in each of these sub-sections. 
3.2.2.2.1 Construing negative facial affect 
Negative facial affect is largely construed through the presentation of the head and facial 
feature orientation 'down'. In this section, we will see three strategies in construing 
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negative facial affect. Firstly, negative facial affect can be construed through the 'drawn-
down' of all essential facial features, i.e., brows, eyes and mouth, with/without a slightly 
tilted head orientation. The second strategy is the construal of negative facial affect 
mainly through the 'down' orientation of the head. The third strategy is the combination 
of 'down' head orientation with the 'drawn-down' of facial features. In addition to the 
construal of negative facial affect, in this section we will also see how the behavioural 
surge 'crying' is construed in illustrations. 
The ftrst strategy will be demonstrated here through the examination of an illustration 
selected from Browne's picture book Willy and Hugh (see image presented in Table 
3.20). In this illustration, the eyes of the character are depicted as down-cast, with upper 
eyelids dropped down. Brows are illustrated as drawn down and the mouth is depicted as 
down-curved. Lines are added around the lips to represent wrinkles, conveying a sense of 
trembling. The head of the protagonist is represented as slightly tilted down, with the chin 
oriented towards the chest. Compared with a real face we encounter in our daily life the 
image here certainly has extra affordance. In illustrations Browne can make eyebrows 
suggest frowning, with hairlines drawn together and jowls dropping down, etc., to 
prosodically amplify sadness. In this aspect, biological facial resources are more limited. 
As shown in the description, negative facial affect is mainly construed through the 
'down' orientation of all three essential facial features, i.e., brows, eyes and mouth, in 
expressing emotional status. At this stage, it is not possible to pin down the exact affect 
construed. It can be interpreted as the character being construed as 'feeling down' in 
general, or, given a certain context, the interpretation can be more specific, suggesting 
feeling lonely, depressed, sad, etc. 
Table 3.20: 'Down'-construing negative facial affect (Willy and Hugh) 
Head: tilted down (slightly) 
Brows: drawn down 
Upper eyelids: dropped down 
Mouth: curved-down 
119 
The second strategy is exemplified in an image selected from Browne's Into the Forest 
(see the illustration in Table 3.21). In this image, the eyebrows are depicted evenly spread 
and without orientations. The eyes are represented as Minimalist 'two dots' with no 
expressiveness construed. The mouth is represented in Generic register and slightly 
curved-down. The head is depicted as left-turned and tilted-down. The negative facial 
affect is largely construed through the co-articulation of mouth and head orientation. 
Given a certain context, this combination can be interpreted as construing a character that 
is deep in thought or even detached from her circumstantial realities. This in tum conveys 
a sense of being dejected, downcast and distressed. 
Table 3.21: 'Down'-construing negative facial affect (Into the Forest) 
Head: Turned left, tilted down 
Brows: Flat 
Eyes: Minimalist 'two dots ' /non-
expressive attitude 
Mouth: Slightly curving down 
The third strategy in construing negative facial affect is the combination of 'down' 
orientation of head and 'drawn-down' facial features. The image presented in Table 3.22 
is an example of the use of this particular strategy. 
Table 3.22: 'Down'-construing negative facial affect (Voices in the Park) 
Head: Frontal, tilted down (resting on 
hand) 
Brows: Drawn down 
Eyes: Cast down with upper eyelids 
dropped 
Mouth: Curving down, lips slightly 
protruding 
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In illustrating the character, the head is depicted as frontal and slightly tilting down, 
resting on the hand. The brows are illustrated as drawing down. Eyes are illustrated as 
casting down with upper eyelids dropping. The mouth is pictured as curving down with 
lips slightly protruding. The combination of 'down' - the tilting down of the head, the 
drawing down of brows, the dropping of upper eyelids and the curving down of the 
mouth - again construe negative facial affect. This construction co-articulates with the 
gesture of resting the head on the hand and thus conveys a sense of negative affect in 
relation to physical as well as emotional dullness, drowsiness, fatigue and tiredness. 
Finally, we will look at the construal of a crying face in Browne's repertoire. The image 
presented in Table 3.23 is an example of the construal of a crying face. In this illustration, 
the combination of drawn-down brows and down-curved mouth construes a negative 
facial affect. The drops of tears introduce a new meaning to the negative facial affect 
construed: a crying or weeping face. 
Table 3.23: 'Tears'-construing a 'crying' face (Willy the Wimp) 
Head: Frontal 
Brows: Drawn down with inner 
comers raised 
Eyes: Orienting up, showing tears 
Mouth: Down-curved 
So far we have seen three ways in combining head and facial feature orientations in 
construing negative facial affect. In particular, we have discussed the combination of 
'down' orientation of the depicted brows, eyes (including upper eyelids) and mouth in 
construing negative facial affect, containing the meaning potentials of 'sadness', 'worry' , 
' isolation', 'distress' and negative emotional status associated with emotional as well as 
physiological 'fatigue' , 'tiredness' and 'drowsiness' . We have also seen the construal of 
behavioural surge 'crying' in illustrated faces. In the following sub-section, the construal 
of neutral facial affect will be discussed. 
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3.2.2.2.2 Construing neutral facial affect 
In general, neutral facial affect is construed through the representation of non-directed 
head and facial features. There are two major ways of representing non-directed facial 
features, in particular the mouth in Browne's repertoire. The first strategy is to represent 
the mouth as closed and non-directed. This co-articulates with the non-directness of the 
other facial features construing a non-expressive face. The second strategy is to represent 
an open mouth with the shape of an oval or a circle. In this case, no direction can be 
depicted. Instead, the rounded open mouth captures the response or action of the 
illustrated character instead of his/her emotional status. 
An example of the first strategy can be seen in the illustration presented in Table 3.24. ln 
this illustration the head of the character is illustrated as frontal, and the facial features 
eyebrows, eyes and mouth are illustrated as flat without any vertical orientations. In this 
case, the facial affect construed is a neutral and non-expressive one. It is very tempting to 
say that this particular illustration looks very much like a passport photo. 
Table 3.24: Construing neutral facial affect (Zoo) 
Head: Frontal 
Eyebrows: Flat 
Eyes: Direct gaze, pseudo eye-to-
eye contact 
Mouth: Flat, non-curved 
Two examples are selected to demonstrate the use of the second strategy. The illustration 
provided in Table 3.25 constructs a profiled image of the character. The eyebrow is 
represented as non-directed and the eye is illustrated as a Minimalist 'dot' which does not 
convey expressiveness. The mouth is depicted as slightly opening into an oval shape and 
the lips protruding. In this representation, no facial affect is construed. Instead, it can be 
interpreted as the character's response or reaction to a certain situation. 
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Table 3.25: Construing neutral facial affect (Into the Forest) 
Head: Profiled 
Eyes: Minimalist 'two dots'/non-
expressive attitude 
Eyebrows: Flat 
Mouth: Open, lips slightly protruding 
Another example is the construal of a neutral facial affect through which the character's 
action instead of emotion is represented. Table 3.26 presents an illustration selected from 
the picture book Piggybook. ln this illustration, the head is illustrated as frontal and 
slightly tilting up. Eyebrows are not depicted and eyes are illustrated in Minimalist 'two 
dots' , and these lead to the non-expressiveness of the facial features eyebrows and eyes. 
The mouth is illustrated as open in a rounded shape with teeth exposed. There is no 
expressiveness construed in this illustration. Instead, it can be interpreted as a construal of 
the character's action of yelling or shouting (with the mouth/jaw wide open). 
Table 3.26: Construing neutral facial affect (Piggybook) 
Head: Frontal, slightly tilted up 
Eyebrows: Not depicted 
Eyes: Minimalist 'two dots' /non-
expressive attitude 
Mouth: Open, exposing teeth 
In sum, the three examples presented here demonstrate the construal of neutral, non-
expressive facial affect. Furthermore, it is argued that within the category of neutral facial 
affect the character's action, response, reaction, etc. can be illustrated through the 
depiction of the aperture of the mouth. As Peck ( 1987) observes, certain co-articulations 
of facial features are non-expressive as in 'says nothing '. He asks us to do a simple 
experiment with our own facial features, 'Can you wrinkle up your nose at the bridge 
between your eyes? You can attempt this by raising the upper lip and showing your front 
teeth. Then lower the brows forcibly. Out of context, this contortion says nothing. It is 
merely grotesque' (Peck 1987:9). Indeed, out of context we will not be able to understand 
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the specific meaning construed in the illustrations of faces with neutral affect. This issue 
will be further explored in Chapter 5 where the interaction between image and verbiage is 
discussed. Now, let us turn our focus on examining how positive facial affect is construed 
in the selected picture books. 
3.2.2.2.3 Construing positive facial affect 
Different from the construal of negative and neutral facial affect, in the corpus of selected 
stories by Browne the construal of positive facial affect can be further divided into three 
groups according to the aperture of the mouth depicted. These three groups are the 
construal of smiling faces, the construal of laughing faces and the construal of mocking 
faces, which is moving towards the construal of judgment. These three categories and 
their realisations will be discussed separately in the following three sections. 
3.2.2.2.3.1 Construing smiling faces 
In general the representation of an up-curved closed mouth is sufficient to depict a 
smiling face of a character. The image presented in Table 3.27 is an example of the 
construal of a smiling face and this is largely inscribed in the illustration of the up-curved 
mouth. 
Table 3.27: Construing positive facial affect (Zoo) 
Head: Frontal 
Eyebrows: Not depicted 
Eyes: Direct gaze, pseudo eye-to-eye 
contact 
Mouth: Up-curved 
In this illustration, the head is illustrated as frontal, and the eyebrows are not depicted. 
The eyes are illustrated as having direct eye gaze and pseudo eye-to-eye contact with the 
potential readers. This image demonstrates one of the most common ways of combining 
the facial orientation in construing positive facial affect, i.e. , a smiling face. 
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The second example of the construal of a smiling face can be seen in Table 3.28. In this 
image we can see that the up-curved mouth indicates the construal of positive affect. The 
eyes are depicted as closed or looking down (reading a book). The combination of closed 
eyes and up-curved mouth represents the character's enjoyment of reading, to the point of 
it being a positive self-indulgence. 
Table 3.28: Construing positive facial affect (Willy the Champ) 
Head: Frontal 
Eyes: Cast down, upper lids nearly 
closed 
Mouth: Up-curved 
ln sum, in this section we have seen how an up-curved closed mouth contributes to the 
construal of a smiling face. This inscribed positive affect potentially has meanings such 
as content, happiness, enjoyment, self-indulgence (in a positive sense), etc. 
3.2.2.2.3.2 Construing laughing faces: behavioural surge 
While the previous two examples demonstrate the construal of smiling faces, indicating 
happiness, contentment, etc. , the following examples exemplify the construal of laughing 
faces from a fun laughter to an uncontrollable one. A face of fun laughter is often 
construed through the illustration of a widely up-curved mouth. The image presented in 
Table 3.29 is an example of a fun laughing face. 
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Table 3.29: Construing positive facial affect (Willy and Hugh) 
Head: Turned left, tilted up 
Eyes: Closed 
Mouth: Wide open, exposing teeth, lip 
corners raised 
In this illustration, the head of the character is illustrated as three-quarter profiled (left-
turned) and tilting up. The eyes are depicted as closed and the mouth as jaws wide open, 
with lip comers raised high and teeth exposed. This combination of the facial feature 
orientations construes a laughing face. 
The second image we will sample here shares a similar combination of the orientations of 
facial features in construing positive facial affect and a laughing face as we have seen in 
the previous example. The illustration presented in Table 3.30 contains a combination of 
facial feature orientations of head tilted up, closed eyes, wide open jaws with teeth 
exposed. The extra moisture in the eyes and the tears indicates this is an image of 
uncontrollable laughter. 
Table 3.30: Construing positive facial affect (Zoo) 
Head: Tilted up 
Eyes: Closed, moisture, showing tears 
Mouth: Wide open, exposing teeth, lip 
comers raised 
In sum, in this section we have seen how a wide open mouth and its co-articulation with 
the orientations of other facial features contribute to the construal of a laughing face. 
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3.2.2.2.3.3 Construing 'mocking' faces: towards judgment 
ln this section, we will see two examples selected from Browne's work where the 
construal of negative facial affect moves towards the representation of negative judgment. 
This is mainly realised through the illustration of a widely stretched mouth with the 
exposure of clenched teeth. 
The first example presented in Table 3.31 illustrates the character with his head illustrated 
frontal, eyes open and looking down. In representing the mouth, the upper and lower lips 
are illustrated as separated and with their outer comers raised up. The upper and lower 
teeth are clenched together and illustrated as exposed. The constructed expression here 
can be understood as 'mocking' . ln this expression, apart from the basic positive affect 
towards the self, there is a sense of negative judgment toward the one that is under the 
gaze of the character. 
Table 3.31: Construing a 'mocking' face (Willy the Champ) 
Head: Frontal 
Eyes: Open, looking down 
Mouth: Wide open, exposing teeth, lip 
corners raised and stretched 
horizontally 
The second example presented in Table 3.32 illustrates the character with his eyes closed 
and upper and lower lips separated, exposing clenched teeth. The constructed positive 
facial affect is moving towards positive self-judgment. 
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Table 3.32: Construing positive self-judgment (Willy the Wimp) 
Head: Frontal 
Eyes: Closed 
Mouth: Wide open, exposing teeth, lip 
corners raised and stretched 
horizontally 
To summarise, this section discusses the combinations of the various orientations of facial 
features (i.e. , eyes, eyebrows and mouth) and head orientation (turned, tilted and frontal) 
as well as their meaning potential on the content plane. These combinations mainly 
inscribe three types of facial affect: negative, neutral and positive. As demonstrated in 
Table 3.33, the construal of each type of facial affect has meaning potentials. In 
specifying the meanings construed, context is needed to narrow down the possible 
interpretations. For example, a combination of inner-drawn eyebrows, down-cast eyes 
and down-curved mouth construes negative facial affect. The meaning potential of the 
negative facial affect construed includes basic emotions such as worried, sad, distressed, 
depressed, etc. It is the function of the corresponding verbiage or intra-modal information 
in the stories to provide more concrete interpretations of the facial affect inscribed. The 
former wi11 be further explored in Chapter 5 and the intra-modal interaction in meaning 
making will be discussed in the next section. 
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Table 3.33: Meaning potential of facial articulator movements 
Facial affect 
Positive 
Negative 
Neutral 
Meaning potential 
smiled/smiling 
happiness 
enjoyment 
satisfaction 
laughing face 
uncontrollable laughter 
Isolation; loneliness 
Sadness, worry 
Fatigue, dullness, draziness (at 
the end of one's tether) 
Angry; annoyed 
Non-expressive 
Representing action/reaction 
3.2.2.3 Construing facial affect: faces in interaction 
Examples 
With the understanding of the construal of characters ' facial affect in expression form and 
on the content plane, we will move on to examine intra-modal interaction in construing 
facial affect. It is argued that intra-modal interaction, which means simultaneously 
investigating the facial affect of characters in interaction, specifies the meaning construed 
on the content plane. 
As argued above, in Browne's repertoire the construed facial affect can be distinguished 
as falling into the three categories negative, neutral and positive. Under each category 
there are various possibilities for the interpretation of the emotions construed. For 
example, Plate 3.18 presents a face that is isolated from its intra-modal context. In this 
illustration, we can see that the head is illustrated as profiled (90 degree turned) and the 
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face is depicted with dropping brows and a down-curved mouth. According to my 
analysis, this combination construes negative facial affect. Without a context, it can be 
interpreted as angry, annoyed, worried, sad, etc. 
Plate 3.18: Face out of co-text and context 
Now let us put this image back in its intra-modal context. Plate 3.19 provides an image of 
the interaction between two characters. Before we move on to further discuss the 
construal of facial affect of the character in Plate 3.18, we will first have a look at the 
construal of the character on the left-hand side of the image in Plate 3.19. 
Plate 3.19: Facial affect in interaction 
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In this illustration, the character is depicted as wearing a pair of big sunglasses which 
covers his brows and eyes. As a result, facial affect is largely construed in the 
representation and orientation of the mouth. In its expression form, the mouth is 
illustrated as open, raised-up with clenched teeth exposed. As we have seen above in the 
discussion, this combination construes positive facial affect and in particular a sort of 
mocking face on the content plane. However, the construal of the positive facial affect 
contradicts the body posture, which is leaning backwards. It also contradicts the use of 
curly lines around the head indicating the emotional status of 'trembling' or 'frightened'. 
These contradictions in illustrating a character provide a more specific interpretation of 
the facial affect construed. The facial affect can be interpreted as a grin expressing 
reluctance, misery and fear. 
Intra-modally, the two characters depicted in Plate 3.19 are represented at an intimate 
interpersonal distance (very close, almost kissing each other). This distance often shows 
friendliness or intimacy between the characters depicted. However, this contradicts the 
negative facial affect construed in both characters' faces. Therefore, the facial affect of 
the character on the right construed here can be further narrowed down to hostility and 
confrontation. In sum, the intra-modal interpretation or the examination of characters in 
interaction specifies the meaning construed in illustrated faces. 
3.3 Conclusion 
The evidence and examples presented throughout this chapter demonstrate how faces and 
facial affect can be construed at the two planes investigated: expression and content. It is 
argued that the faces in the face corpus can be constructed in three imagic registers: 
Minimalist, Generic and Naturalistic. The dynamics of these three registers contributes to 
the creation of three different types of character in picture book stories: anthropomorphic 
(zoomorphic), animal and human characters. It is also illustrated in detail in this chapter 
how head and facial feature orientations contribute to the construal of negative, neutral 
and positive facial affect. Finally, it is demonstrated that an intra-modal analysis narrows 
down as well as specifies the interpretation of facial affect construed in illustrations. 
The examination of the face corpus has revealed that Browne's picture books can be 
regarded as educational tools introducing the young into an understanding of reading 
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visuals. These picture books are particularly resourceful in apprenticing the young into 
the visual world in three aspects: (1) the reading and understanding of the character's 
emotional status in images; (2) the deliberate choices of semiotic resources, in particular, 
the various geometric shapes in representing characters; and (3) gaining meanings 
through intra-modal interactions in images. 
In the bigger picture, this chapter mainly considers affect construed in images in 
Browne's picture books through the investigation of faces and facial affect. It serves as a 
foundation and will facilitate the discussion on image-verbiage intersemiotic interplay in 
construing evaluative meanings in Chapter 5. Before we move on to the discussion of 
intersemiosis, let us tum our focus from image to verbiage and examine the meaning 
making processes in verbiage in the corpus of stories from Browne's picture books. 
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Chapter4 
Stories: Evaluating Characters and Relationships 
4.1 Introduction 
The aim of this chapter is to understand how evaluative meanings are created in the 
verbal texts in the selected story corpus. The construal of evaluative meanings m 
storytelling contains essential elements. Among them, the linguistic construction of 
characters and character-character relationships, the structure and the theme 
(significance) ofthe story are three pivotal ones. 
What makes a character in a story memorable? How are stories plotted and structured in 
ways that capture our attention? What kinds of messages are conveyed through the telling 
of the story? As an adult, I still remember vividly the characters in the stories told (in the 
Chinese tradition) while I was at kindergarten and of primary school age. These were folk 
tales that constructed the image of a brave girl called Mulan20, who dresses in her father's 
armour, goes to do battle against foreign intruders in her father's place and returns home 
with glory after twelve years. There were children's stories about the rebellion of the 
Monkey King21 , who fights fiercely against villains in his journey to the west as well as 
the corrupted goddesses in the Kingdom of Heaven. There were legends of Guan Yu22, 
who is skilled in battles and faithful to his brothers and dies a hero's death for his country 
and his faith. 
These are memorable characters and gradually they evolved into cultural icons. The brave 
Mulan becomes an icon of Confucian virtue of being faithful to one's family and 
motherland. The rebellion of the Mokey King is often interpreted as being testament to 
people's suffering under the feudal system at the time. The story of Guan Yu passes down 
through the generations and he himself becomes a god to be worshipped, in particular, for 
people who observe the code of brotherhood and righteousness. 
Similarly, storytelling plays a significant role in the Anglo-Western tradition. As Spitz 
(1999) writes, 'through the shared cultural experience of reading aloud and being read to, 
adults and young children - in moments of intensely pleasurable rapport - participate in 
20 Mulan first appears in yuefu (Guo 1965), an ancient Chinese ballad. 
21 Monkey King first appears in Journey to the West, written by Cheng' en Wu (ca. 1500 - ca. 1582). 
22 The most widely known version of the character Guan Yu appears in Three Kingdoms (220-265), written 
by Guanzhong Luo (ca. 1330- ca. 1400). 
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the traditional task of passing on values from one generation to the next' (Spitz 1999:xiii). 
For instance, ever since the publication ofBeatrix Potter's early 20th century classic tales 
of four little bunnies, Flopsy, Mopsy, Cotton-tail and Peter, they have enjoyed popularity 
among young children. In particular, the story of Peter, 'who was very naughty', squeezes 
under the gate and enters the forbidden garden, remains vivid in many people's childhood 
memory. Other characters, for instance Max in Where the Wild Things Are, Winnie-the-
Pooh in A. A. Milne's stories, the adventure ofthe naughty yellow duck Ping in The Story 
about Ping by Maijorie Flack and Kurt Wiese, remain unforgettable childhood 
compamons. Furthermore, those stories' themes of obedience, disobedience and 
punishment constitute a reinforcement of myths connected to childhood events such as 
illness, restriction and punishment. 
How characters and character-character relationships are constructed as well as evaluated 
linguistically in storytelling? How stories are structured in projecting themes and 
significance? These are the questions taken up in this chapter. It presents an analysis of 
verbal storytelling from a social semiotic perspective, built around the notion of ' choice'. 
In order to achieve this purpose, this chapter provides a detailed analysis of how linguistic 
resources, marked Theme, Transitivity and APPRAISAL are chosen and organised in 
constructing as well as evaluating characters and character-character relationships. 
Resources of marked Theme, Transitivity and APPRAISAL are chosen is due to their own 
analytical functions in understanding the linguistic construal of evaluative meanings in 
story-telling. The function of marked Theme - is to create the temporal and circumstantial 
context for involved participants. In terms of the story world created in story-telling, mark 
Theme signals time and space for story characters. In terms of the story text itself, marked 
Theme marks the transition between stages. The function of Transitivity -is to construe 
experiences and activities of the story characters, be it mental or physical. This is 
significant in understanding the characterization as well as character relationships. The 
function of APPRAISAL-is to reveal the linguistic construction of inner feelings of the 
story characters. How they evaluate themselves? How they evaluate and relate to other 
characters and circumstances? 
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To understand how stories are structure to project theme and significance, genre analysis 
is also conducted in this chapter. It demonstrates three types of genre in the story family: 
narrative, exemplum and recount, and their development in the story corpus. By 
investigating the generic staging of the stories, it is revealed how evaluative meanings 
change (appraisal) through stages and how characters as well as character-character 
relationships change as stories develop. 
4.1.1 Scope and point of view 
This chapter focuses on the story corpus comprised often selected Browne's picture book 
stories from a social semiotic perspective. Contrary to the focus on the discussion of 
images only in Chapter 3, this chapter concentrates on the discussion of verbiage only. 
This is a deliberate choice made methodologically. The hypothesis which motivates this 
particular choice is inspired by Barthes's (1977) argument that in order to understand the 
image-text (verbiage) relationship, the meaning making in each (mode) should be 
exhausted separately first. It is the aim of this chapter to understand the meaning as 
constructed in the verbal mode. Obviously, to exhaust the meanings as constructed in 
each mode is theoretically sound but practically unachievable. Specifically, construing 
characters, story generic structure and the projection of theme in verbiage are three main 
concerns of this chapter. 
4.1.2 Character, structure and theme 
The stories selected from Browne's work cover three of the five genres in the story family 
proposed by Martin and Rose (2008). These three genres are narrative, exemplum and 
recount. In mastering classic story structures, Browne also develops sub-genres and plays 
with the traditional as well as the expected genre structure, directed towards 
deconstruction of the story genre in question. 
In discussing the process of genre, the French film theorist Christian Metz proposed that a 
genre passes through four stages in its cinematic life cycle- experimental, classic, parody 
and deconstruction. 
The experimental stage comprises the first films to utilise the key elements that come to be regarded 
as defining the genre: iconography, narrative structure, mise-en-scene. The classic period includes 
the films that best exemplify the genre, where the key elements are fully integrated. This is followed 
by parody, which uses the genre expectations for humour, before deconstruction, where the essential 
elements are taken apart and re-assembled in an unfamiliar manner that retains the stylistic 
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prerequisites for the genre but renders them meaningless by their removal from their accepted 
context. 
Metz (1974 a:56) 
The corpus of selected stories from Browne's work provides an ideal example for the 
application of Metz's theory. Browne's stories have certainly performed this cycle in the 
ontological development of the author's repertoire. The story Willy the Wizard is a classic 
representation of the traditional extra-focal narrative genre, where external problems are 
solved through the actions taken by the protagonist in overcoming obstacles in the 
process of fulfilling one's dream. The story Silly Billy falls into the sub-genre of narrative 
- intra-focal (developmental) narrative. In developmental narrative, the focus of the story 
is the character's personality development which is often achieved through directly 
dealing with internal emotional insecurity and turbulence. The story Willy the Wimp 
parodies this sub-genre with a relapse at the end of the narrative which overturns all the 
developmental process that the protagonist has been through. 
It is also proposed in this chapter that there are two sub-types of stories under the name 
intra-focal (developmental) narrative. One of the two, as discussed above, concentrates on 
dealing with the development of personality. The other deals with dysfunctional 
relationships. Two examples of this sort are found in the corpus of selected stories from 
Browne's work. The story Gorilla thematises the resolution of a problematic father-
daughter relationship. Another story, Piggybook, thematises the reestablishment of the 
asymmetric gender role in a household. Finally, the narrative genre is revisited and 
deconstructed in Into the Forest. This story pushes the parody found in Willy the Wimp to 
deconstruction. In this story, canonical narrative patterns are used while incorporating an 
archetypal and mythological hero's quest as well as famous fairy tales told in the Anglo-
Western tradition. 
Apart from narrative, there are examples of two other genres, i.e., exemplum and recount. 
The exemplum Willy the Champ thematises the insignificance of social opinions and 
evaluations of the protagonist's hobbies and preferred life style etc. The story Zoo is an 
experiment with and exploration of the classic recount, while Voices in the Park puts four 
recounts together, countering the expectancy of the function of the genre, i.e., sharing 
experience and attitudes. Voices in the Park serves in turn to question perspectives. 
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The aim of this chapter is three-fold. Firstly, the chapter seeks to demonstrate the generic 
structure of selected stories and capture the process of genre in Browne's work from 
experimental to deconstruction. In particular, in Voices in the Park the combination of 
recounts creates new effects of the story as a whole, and in Into the Forest the 
incorporation of intertextuality deconstructs the narrative genre. Secondly, the chapter 
proposes a division between the traditional extra-focal narrative and the new sub-genre 
intra-focal (developmental) narrative as well its two sub-types (intrapersonal vs. inter-
personal). Simultaneously, the chapter illustrates how characters are constructed through 
investigating the reactions, responses and evaluations of these characters under certain 
circumstances. It also demonstrates the construction of characters in relation to each other 
and the construction of a community through the stories. Finally, through the examination 
of the uses of linguistic resources and story generic structure, the chapter shows how 
evaluative meanings are created in the stories in the story corpus guiding the young 
reader to the understanding of the underling thematic messages of these stories. 
4.1.3 Organisation of the current chapter 
The current chapter is organised as follows. Section 4.2 demonstrates the use of linguistic 
resources: Marked Theme, lexis inscribing attitudes in constructing characters as well as 
the interpersonal relationships between characters and a fictional community. Marked 
Theme is also considered as signalling a transition to a new stage in the structure of a 
story. The rest of the chapter is organised according to the story types identified in the 
story corpus. Analysis demonstrates that the stories in this corpus fall into three types of 
genre: narrative, exemplum and recount. 
Firstly, there is the genre narrative which includes two sub-genres. These two sub-genres 
are extra-focal (situational) narrative and intra-focal (developmental) narrative. The 
diagnostic features that distinguish these two sub-genres are demonstrated in Section 4.3. 
Meanwhile, this section maps out the story structure of extra-focal and intra-focal 
(developmental) narrative separately. In particular, Section 4.3.2 proposes the sub-genre 
Intra-focal (developmental) narrative, in which stories follow the schema Condition " 
Crisis " Transformation 23 • This schema is used in telling stories of the personal 
transformation and self-reinvention of the protagonist. The same schema is also used in 
telling stories of the restoring of dysfunctional relationships between/among family 
23 The symbol ' 1" is used to refer to 'followed by', indicating the transition from one story stage to the next. 
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members. The second type of genre found in Browne's work is exemplum. In these 
stories, attitudes are construed around incidents projecting a theme. Section 4.3.3 
demonstrates these concepts through the discussion of story structure and theme of the 
two stories Willy and Hugh and Willy the Champ. Section 4.3.4 deals specifically with 
recount. In Section 4.3.5 an example of the deconstruction of the genre narrative in the 
story Into the Forest will be provided. 
4.2 Linguistic resources in storytelling 
The main concern of this section is to map the linguistic recourses involved in 
storytelling, in terms of the creation of characters, compounding relationship problems, 
construing attitudes and structuring of the story. Section 4.2.1 focuses on the aspect of 
marked Theme and its functions in construing characters as well as signalling the 
transition between stages in stories. Section 4.2.2 concentrates on the strategies employed 
in Browne's repertoire in creating characters. Section 4.2.3 deals with the construal of 
relationship between characters. Section 4.2.4 maps out the appraisal resources used in 
construing attitudes in storytelling. This section serves as a foundation for the discussion 
of story structure and theme later in Section 4.3. 
4.2.1 Functions of marked Theme 
Marked Theme is defined as 'Themes that are not Subject' and said to 'have a different 
effect; they are more prominent because they are atypical' (Martin & Rose 2003: 179). 
They comment, 
Marked Themes can include circumstantial elements, such as place or times, or they may be 
participants that are not the Subject of the clause. Marked Themes are often used to signal new 
phases in a discourse: a new setting in time, or a shift in major participants; that is they function to 
scaffold discontinuity. 
Martin & Rose (2003:179; underline in original) 
This section argues that the function of marked Theme in signalling a transition between 
story stages. In the Willy series of the stories, marked Theme (temporal circumstance) 
plays an important role in guiding the reader from one stage of the story to the subsequent 
ones. It is demonstrated in the analysis that the examples of marked Theme presented in 
Table 4.1 are used to signal the transition from a general past usuality to the specific 
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event. To further elaborate this concept, I will use Silly Billy as an example (see Appendix 
4.2 for the story and generic staging). 
Table 4.1: Marked Theme in Willy series 
Story 
Silly Billy 
Willy the Wimp 
Willy the Champ 
Willy and Hugh 
Wi!Jr the Wizard 
Marked Theme (time) 
One night 
One evening when 
One day 
One day 
One evening when 
Firstly, the transition from one stage to the next is discussed here. Ideational token 
(relational process) 'used to be' attributes the personality trait (worrier) to the main 
character Billy in the story. This is a general description followed by exemplifications of 
what Billy worries about and various degrees of 'worried'. The next stage starts with the 
marked Theme 'One night', signalling the transition from general to specific, also 
signalling the specific event that disrupts usuality and compounds the problem (worried) 
that has already been introduced in the opening. The third stage starts with a clear signal 
of Billy taking action and seeking help, as represented in 'got up' and 'went to tell'. The 
beginning of the last stage of the story is signalled by the marked Theme (time) 'that 
night'. 
The second function of the marked Theme is to form a daily cycle, signalling general 
practices, generic habitual behaviour or circumstances over a period of time in the story. 
As a result, it creates 'identity', the 'personality' of the characters. In particular, marked 
Theme is used logogenetically in compounding character issues and dysfunctional 
relationships (as will be demonstrated in Sections 4.2.2 and 4.2.3). 
An example presented in Table 4.2 is from the story Silly Billy where marked Theme 
(time) in the form of 'one night', 'the next morning', 'that night' and 'the next night' 
functions as creating the general and habitual behaviour of the character Billy over a 
period of time. During this period of time, he solves the worry problem by telling his 
worries to worry dolls. 
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Table 4.2: Daily Cycle in Silly Billy 
Marked Theme One The next That night The next night 
night morning 
creating a day-night NIGHT DAY NIGHT DAY/NIGHT 
crcle ___. ---. ___. 
This function of marked Theme (time) can also be found in another story of Anthony 
Browne's, Piggybook. Excerpt 1 is a story segment selected from Piggybook. The marked 
Themes (temporal circumstance) one evening, next morning, the next day and the next 
night and the day after that form a daily cycle which maps out the generic behaviours of 
the male characters during the period that 'Mrs. Piggott was still not there' (see Table 4.3, 
which also presents this daily cycle). 
Excerpt 1: 'Soon the house was like a pigsty' (Piggybook) 
One evening when the boys got home from school 
there was no-one to greet them. 
Next morning they had to make their own brealifast. 
it took hours. 
And it was horrible. 
The next day and the next night and the day after that. 
Mrs. Piggott was still not there. 
Mr. Piggott, Simon and Patrick tried to look after themselves. 
They never washed the dishes, 
they never washed their clothes. 
Soon the house was like a pigsty. 
Table 4.3: DAILY CYCLE in Piggybook 
Marked Theme One Next The next 
evening morning day and 
creating daily cycle NIGHT DAY DAY 
___. ___. 
---. 
The next The day 
night and after that 
NIGHT DAY 
___. 
The third function of the marked Theme (temporal circumstance) is to demonstrate 
generic and habitual behaviour of the character. In this way, it constructs the identity, 
personality and roles that characters play in the story. In general, this occurs in the 
opening stage of the story. 
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In the example taken from Willy the Wimp, the use of linguistic resources construes the 
protagonist Willy's habitual reaction in interaction as in 'I'm sorry', and thus, constructs 
a wimpy character. 
Excerpt 2: 'Oh, I'm sorry!' (Willy the Wimp) 
Willy worried about stepping on tiny insect every time he went for a walk. 
When someone knocked into him, 
he always said, "Oh, I'm sorry!" 
Even when it wasn't his fault. 
Sometimes when he was out walking, 
the suburban gorilla gang bullied him. 
"Oh, I'm sorry!" said Willy when they hit him. 
The suburban gorillas called him Willy the Wimp. 
Linguistic resources like 'when', 'even when', and 'sometimes signal this is the generic 
characteristic of the character Willy, instead of pure coincidence. The character as 'a 
wimp' is constructed and reinforced. 
The use of marked Theme (time) can also be found in the story Gorilla (see Excerpt 3). In 
the following example selected from the opening stage of the story, it is demonstrated that 
the marked Theme 'but the next day' and 'but at the weekend' serves as evidence of the 
character father's habitual response to Hannah's request. Together with other instances, 
for example, 'didn't have time', 'always' and 'not now' construct the image of a busy 
father who neglects the needs of his daughter. 
Excerpt 3: 'They never did anything together' (Gorilla, underlined marked Themes) 
Her father didn't have time to take her to see one at the zoo. 
He didn't have time for anything. 
He went to work every day before Hannah went to school, 
and in the evening he worked at home. 
When Hannah asked him a question, 
he would say, "Not now. I'm busy. Maybe tomorrow. " 
But the next day he was always too busy. 
"Not now. Maybe at the weekend, " he would say. 
But at the weekend he was always too tired. 
They never did anything together. 
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4.2.2 Creating and construing characters 
What makes a character memorable? What makes a character distinguish him/herself 
from others? In this section, three strategies of creating a (memorable) character in the 
stories selected from Browne's work will be demonstrated. The first strategy is to 
explicitly attribute a personality or defining traits to the character. The second method is 
to exemplify, that is, to elaborate action, reaction and response of the character in certain 
circumstances. The third is to show hobbies of the character (like vs. dislike) to depict the 
personality of the character. 
4.2.2.1 Attribute: personality and defining traits 
Explicitly stating the personality and defining traits of the character is one of the three 
important strategies found in Browne's work. For example, in Silly Billy, the character 
Billy is constructed as a worrier, by an explicit statement 'Billy used to be a bit of a 
worrier'. Grammatically, the relational process 'used to be' attributes the 'worrier' 
characteristic to the protagonist and at the same time affirms that the story deals with a 
condition that no longer present, foreshadowing change. To elaborate, the character Billy 
is constructed as a worrier in the past, the linguistic choice of 'used to be' signals the 
entire narrative is dealing with a personal condition existed in the past and such condition 
no longer presents. It also foreshadows the changes or transformations the character will 
go through in the story. Similarly, the character Willy is constructed as a character who is 
lonely and in need of a friend as in 'Willy was lonely' in Willy and Hugh. 
4.2.2.2 Exemplification: action, reaction and response 
The second strategy in constructing a character found in the corpus of selected stories is 
to illustrate the character's action, reaction and response under certain circumstances. For 
example, in Willy the Wimp the repetitive use of the same reaction (in projection) 'Oh, 
I'm sorry!' by the character Willy in various circumstances constructs an image of a 
'wimp'. This reaction earns him his nickname (attribution as in 'called') from the other 
characters in the story: Willy the Wimp. 
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4.2.2.3 Hobbies: likes vs. dislikes 
Demonstrating hobbies of the character, in particular likes vs. dislikes, is the third 
significant strategy used in constructing a character. In the corpus of selected stories, 
there are three books which adopt this strategy in constructing the main character in the 
opening of the story. Table 4.4 shows that in these books the hobbies, likes and dislikes of 
the main characters are explicitly stated. In Willy the Champ, the character Willy prefers 
stereotypical female activities, while stereotypical male activities such as soccer and bike 
racing are not his interest ('he did try'). By contrasting his likes and dislikes, the opening 
of the story constructs a stereotypical image of a sissy-boy. 
Table 4.4: Establishing hobbies in stories 
Storv character 
Willy the Champ (Willy) 
Willy the Wizard (Willy) 
Gorilla (Hannah) 
Constructin2 character's hobbies 
Like: read; music; a walk in the park 
Dislike: soccer; bike racing 
Like: loved football 
Like: loved gorillas 
In the openings of Willy the Wizard and Gorilla, it is vividly illustrated what the main 
protagonists Willy and Hannah are passionate about. This illustration serves as the seed 
of conflicts in the later part of the story. In this section, three strategies of the construction 
of the characters are demonstrated: explicitly stating a character's personality and 
defining traits; illustrating actions and reactions under various circumstances and showing 
a character's likes and dislikes. Table 4.5 illustrates these from four different stories. 
Using these strategies, Browne creates vivid images of worrier, loner, wimp and 
stereotypical sissy-boy. 
Table 4.5: Creating characters in stories 
Story 
Silly Billy 
Willy and Hugh 
Willy the Wimp 
Willy the Champ 
Character Personality 
Billy 
Willy 
Willy 
Will~ 
Worrier 
Loner 
Wimp 
Siss~ 
Creating a specific image of the character, on the one hand distances the reader from the 
character created. On the other hand, there are certain traits of the character that the 
readers can bond with. There are certain hobbies, likes and dislikes, which we share. 
Therefore, the creation of unique characters functions as a way of 'bonding' or 
positioning reader-character relationship. 
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4.2.3 Creating and building character relationships 
How characters relate to and interact with each other are essential elements of 
storytelling. In this section, two kinds of character relationships will be demonstrated: 
social isolation/marginalisation and negotiation of conflicts (of interest) in the domestic 
arena. 
4.2.3.1 Social: establishing boundaries 
To illustrate the social relationship that a character has in the created community in the 
story, one often used strategy is the adoption of pronouns in emphasising that there is a 
strong boundary between the constructed character and the other. In terms of force, the 
use of the absolute pronoun is highly graduated. Table 4.6 presents the pronouns that are 
used in three stories to establish boundaries between characters and the imagined 
community in selected Browne's work. 
Table 4.6: Establishing boundaries: the use of absolute pronouns 
Story 
Willy and Hugh 
Willy the Wizard 
Willy the Champ 
Absolute pronouns 
Everyone; everyone except; no-one; they 
No-one 
Nearly everyone 
4.2.3.2 Dysfunctional relationships: conflicts and separations 
The second strategy of constructing a problematic relationship is to separate the 
characters both materially and semiotically through the different choices of process types 
in illustrating the characters. As a result, the characters are separated in two different 
semiotic domains. Excerpt 4 is the story text selected from Gorilla. 
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Excerpt 4: 'They never did anything together' (Gorilla) 
Hannah loved gorillas. 
She read books about gorillas, 
she watched gorillas on television, 
and she drew pictures of gorillas. 
But she had never seen a real gorilla. 
Her father didn 't have time to take her to see one at the zoo. 
He didn 't have time for anything. 
He ~ to work every day before Hannah went to school, 
and in the evening he worked at home. 
They never did anything together. 
As seen from the excerpt, mental processes are used in describing the character Hannah. 
Material processes and two relationals (have time) are chosen to illustrate the father. 
There is no overlap in their semiotic worlds though they live in the same material world. 
4.2.4 Construing attitudes in stories 
Attitudes are construed in creating characters, establishing character relationships and 
logogenetically projecting themes of stories as the texts unfold. Indeed, in the corpus of 
selected stories of Browne's instances of appraisal are interwoven in the unfolding of the 
story text. In the current project, the analysis of appraisal will be interwoven in the 
discussion of story structure and the projection of theme. The aim of this section is to map 
the two essential elements in relation to appraisal (for the detailed appraisal analysis, see 
Appendix 4.1) which anchors later discussions. 
These two elements are: inscribed attitudes found in selected Browne's story texts, and 
attitudinal dynamics in the unfolding of the text. Related examples are provided for 
demonstration purposes. 
4.2.4.1 Inscribing attitudes 
Appraisal resources are significant in construing the inner feelings of the characters, 
construing how they negotiate their social roles and outer environment. These resources 
are also significant in decoding the underpinning value and ideology of the telling of the 
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stories. As Martin and Rose (2005) write, 'this system involves three semantic regions 
covering what is traditionally referred to as emotion, ethics and aesthetics' (Martin & 
Rose 2005:42). In story texts, it is often seen that attitudes of all kinds are explicitly 
inscribed in describing the inner feelings of the characters, their judgment of others and 
their appreciation of the external circumstances. 
In storytelling, affect can be inscribed to describe characters' inner feelings. Excerpt 5 is 
from the story Voices in the Park. 
Excerpt 5: The story text (Voices in the Park: fourth voice) 
Dad had been really ted up. 
so I was pleased when he said we could take Albert to the park. 
In this opening sentence of the recount of 'the fourth voice', 'fed up' is used in describing 
the character Dad's inner feelings, which is a highly graduated negative affect. 'Pleased' 
is used in construing 'my' (the narrator's) emotional reaction to going for a walk in the 
park. It is significant that through these appraisal resources, how the characters feel is 
revealed. 
In storytelling, judgment can be inscribed in sharing communal and societal values. 
Excerpt 6 is the story text of the opening stage of Willy and Hugh. 
Excerpt 6: The story text (Willy and Hugh) 
Willy was lonely. 
Everyone seemed to have friends. 
Everyone except Willy. 
No-one let him join in any games; 
they all said he was useless. 
In this example, we can see that 'useless' is used in inscribing other people's judgment of 
the main character Willy. This negative judgment of capacity explains the social isolation 
of the character as constructed in the story. 
Instances of inscribed appreciation can also be found in the corpus of selected stories by 
Browne. 
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Excerpt 7: The story text (Piggybook) 
They had to make their own meal. 
It took hours. 
And it was horrible. 
Next morning they had to make their own breakfast. 
It took hours. 
And it was horrible 
The next day and the next night and the day after that, Mrs Piggott was still not there. Mr 
Piggott, Simon and Patrick tried to look after themselves. 
They never washed the dishes. they never washed their clothes. 
Soon the house was like a pigsty. 
In Excerpt 7, we can see that 'horrible' and 'pigsty' are used to appreciate the 
circumstances. Negative appreciation is used via 'horrible' to describe the meals that the 
characters made. The incapacity of the male characters in dealing with domestic chores is 
constructed here, demonstrating the result of their behaviours. 
4.2.4.2 Attitudinal dynamics in storytelling 
Attitudes of all kinds are interwoven in the story texts. The inscribed attitudes give away 
the inner feelings of the characters, their judgment towards the others and their 
appreciation of external circumstance. It is important to point out that the inscription of 
attitudes changes as the texts unfold. Instead of being static, attitudes are dynamic in 
storytelling. This logogenetic dynamic inscription of attitudes is referred to as attitudinal 
dynamic in the current research. 
Attitudinal dynamic in storytelling is significant in inscribing how the participants view 
and value themselves, perceive and negotiate their roles in relationships as well as in 
society as a whole. It is argued here that, through changes in attitudes, a story projects 
preferred values and perceptions. To further illustrate this point, two examples from 
Browne's work will be used to demonstrate the attitudinal dynamic and its functions in 
stories. 
The first example examined is Silly Billy. Appraisal analysis (see Appendix 4.1) 
demonstrates that the predominant attitude construed in the story Silly Billy is negative 
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affecr4 (-sec) worry, including instances such as worrier, worried and worry in the text. 
The emoter of the insecurity is the main character Billy. As the story unfolds (see Table 
4.7), there are instances inscribing negative judgment (-capacity), where the character 
Billy judges himself negatively as s11ly. Towards the end of the story, we see instances 
inscribing positive appreciation of the work Billy produced, as in special. To briefly 
summarise, in Silly Billy the attitudes construed are mainly negative affect worry, worrier, 
womed and worrying, negative self-judgment of capacity silly, and positive appreciation 
of the work produced by the character Billy as in special. 
Table 4.7: Attitudinal dynamics in Silly Billy 
Attitude Unfolding of the text (logogenesis) 
+ 
Affect Judgment Affect 
worrier (by Billy) worried 
sill 
Appreciation 
(by Billy) 
well 
Affect 
worried 
• 
Appreciation 
(by narrator) 
sp_ecial 
As the text unfolds, we see the initial (-security), demonstrating the internal negative 
affect of the character moving to (-capacity), where negative self-judgment occurs. 
Following the negative self-judgment is another wave of (-security), illustrating again the 
internal turbulence of the protagonist. The text ends with positive appreciation. The 
change of attitudes construed on the one hand the internal struggle of the character Billy. 
On the other hand, it brings narrative closure as the character successfully conquers his 
inner demons as the predominant negative affect is substituted by positive appreciation. 
Another example of attitudinal dynamics examined here is Willy the Champ. In this story, 
attitudes mainly come from three sources: the narrator, the main character Willy and the 
other characters in the story world. The story begins with the narrator's negative 
judgment of the character Willy as not good at anything. It is followed by a sequence of 
things that Willy enjoys doing. Positive affect ' like' is used in this context. 
24 ln the current research, linguistic resources used in stories in inscribing affect are colour-coded in red, 
judgement in green and appreciation in purple. 
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Table 4.8: Attitudinal dynamics in Willy the Champ 
Attitude Unfoldin~ of the text (lo~o~enesis) 
+ Affect Judgment 
(by Willy) (by narrator) 
Like Champ 
- Judgment Judgment Appreciation 
(by narrator) (by others) (by narrator) 
not good at laughed at horrible 
As the story unfolds, other character's negative judgment to Willy is introduced. They 
laugh at him. At the end of the story, the attitude is changed to positive judgment by the 
narrator, which is the opposite of the initial negative judgment. The logogenetic change of 
attitudes as demonstrated in Table 4.8 shows firstly in telling a story, the sources of 
attitudes involve various participants, secondly, the two sources 'the narrator' and 'the 
others' constitute 'others' or external voices as oppose to the main character Willy, and 
hence form a self-other duality. Willy as a 'self is initially judged negatively by the 
others in the society and later praised. The attitudinal changes have revealed that what 
remains unchanged is the 'self as a solid entity and what changes is the social judgment. 
4.3 Genre: a typology 
In the corpus of selected stories from Browne's work, three types of genre can be 
identified: narrative, exemplum and recount. As quoted earlier in Section 4.1 .2, the 
French film theorist Christian Metz proposes that a genre passes through four stages in its 
cinematic life cycle: experimental, classic, parody and deconstruction. This process of 
genre can also be observed in Browne's repertoire of storytelling. 
In the following sections, sub-genres of each of the three genres will be discussed. In 
Browne's narratives, two sub-genres can be identified: extra-focal narrative and intra-
focal narrative. In extra-focal narrative, the classic and canonical pattern of storytelling 
Orientation " Complication " Resolution " (Coda) can be found. In this type of narrative, 
the protagonist is goal-oriented and determined in overcoming external problems and 
obstacles. This type of narrative often values a problem-solution strategy and is 
individualistic in achieving the story's goals. The story Willy the Wizard is an example of 
the traditional and classic Extra-focal narrative. 
The second type of narrative is defined as intra-focal narrative, which can also be named 
developmental narrative. The Intra-focal narrative contains two sub-types, Intra-personal 
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and Interpersonal developmental narrative. These types of narrative concentrate on 
portraying the internal issues of a character or a relationship. In terms of the story 
structure, the overcoming of personal psychological issues and the restoration of a 
dysfunctional relationship often bring the narrative to closure. In the stories Silly Billy, 
Gorilla and Piggybook, Browne chooses the structure of developmental narrative. In 
Willy the Wimp, he parodies the story structure as well as the theme, value and ideology 
underpinning this particular genre. Section 4.3.2 details this process of establishing a 
developmental narrative and the process goes from experiment to parody as this geme 
becomes part of Browne's repertoire. 
The extra-focal narrative is revisited and deconstructed in the story Into the Forest. 
Section 4.3.5 demonstrates how this is achieved. Apart from narrative, in the corpus of 
stories selected from Browne's work, two other genres can be found: exemplum and 
recount. The story Willy the Champ is a classic exemplum, following the story schema 
Orientation A Incident A Interpretation. The story thematises an individual in relation to 
values of community and society. The story Zoo is a classic recount. It records the 
experience of a family's visit to the zoo. The story Voices in the Park puts four recounts 
in parallel, creating a cinematic effect. 
In sum, the aim of the current section is three-folded. It maps out a typology of geme in 
the story corpus. Three genres and their sub-types in the story family will be discussed: 
narrative, exemplum and recount. Secondly, it captures the processes that genre passes 
through in Browne' s storytelling repertoire. In illustrating three types of generic story 
structure, it is argued that similar to Christian Metz's observation of genre's four stages of 
cinematic life cycle, in terms of story structure and theme, the selected stories from 
Browne's work also pass through the stages experimental, classic, parody and 
deconstruction. Finally, the decoding of story structure facilitates my discussion on the 
projection of theme, unveiling the historical, cultural, social and ideological factors 
underpinning the stories. 
4.3.1 Extra-focal narrative 
Similar to the genres anecdote, exemplum and observation in the story family, traditional 
Extra-focal narrative involves a disrupting event that is reacted to and evaluated, which 
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also often occurs in a Complication. However, it differs from other narrative genres in 
that the disruption is then resolved by the protagonist and the story is returned to 
equilibrium. In general, these disruptions are external problems brought by others or 
some supernatural power. The significance of the story lies in the protagonist taking 
action in resolving the disruption. As Martin and Rose (2008) point out, 'so the "point" of 
a narrative is how the protagonists resolve a complication in their lives, once they have 
evaluated the complicating action with some type of attitude' (Martin & Rose 2008:67). 
In these narratives, the actions taken by the protagonist in solving the external problems 
denote cultural value and significance as Rothery and Stenglin (1997) observe: 
Dealing with the crisis is the crux of narrative so that 'usuality' is restored in the activity sequence 
of the field. It is a powerful genre for inducting members of the culture into valued ways of 
behaving, specifically facing up to problems, no matter how difficult or personally threatening, and 
attempting to overcome them, so that stability is restored and maintained in the activity sequences of 
the various fields that constitute the culture. In other words, narrative has an important role in 
construing the value of individuation and in focusing on the necessity of conserving field activity 
sequence of narrative outweighs that of other story genres. 
Rothery & Stenglin (1997:233) 
In this section, we will examine the story Willy the Wizard, the only sample of Extra-focal 
narrative found in the story corpus. Willy the Wizard tells the story of the protagonist 
Willy who is passionate about football but not chosen to play in a team due to lack of 
material support- a pair of boots. He keeps practising and later is given a pair of magic 
boots by a stranger. Gaining the magic boots, Willy impresses others with his skills and 
finally he is accepted by the football community. In a significant match, Willy forgets to 
bring his magic boots and was thrown a pair of ordinary ones. The story ends with Willy 
gaining victory in the football match with his real hard-earned skills instead of relying on 
magic. The story thematises personal endeavour to strive and thrive. In the following two 
sections on structure and theme, the story structure and its relationship with the projection 
of theme will be revealed. 
4.3.1.1 Structure 
The story Willy the Wizard follows the canonical pattern of the Extra-focal narrative, 
Orientation " Complication " Resolution " Coda. In the Orientation stage, the participant 
Willy is introduced and the usuality is set up with one sentence: 'Willy loved football'. In 
the mental process 'loved', the character's image is set up, associating him as the sensor 
of the phenomenon football. 
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The marked Theme 'but' signals the transition to the next stage, Complication. This stage 
introduces an external and situational problem explicitly as in but there was a problem -
he didn 't have any boots. As a result, another obstacle that stops Willy fulfilling his 
dreams is that he is rejected as a player for the football team as in He was never picked 
for the team. The problem encountered and the rejection Willy is facing serve as a sharp 
contrast to his strong desire for playing football, something that he loved. 
The Resolution stage starts with the marked Theme (temporal circumstance) 'one 
evening', signalling the transition from the general (i.e., the usual) to a specific event. 
This stage contains three parts. In the first part of the Resolution stage, Willy is given a 
pair of magic boots by the stranger. The marked Theme 'For the next football practice' 
signals the transition to the next part, in which with the newly gained boots and on 
account of his own hard work Willy is picked at the first time to play for the team. 
The transition to the third part in the Resolution stage of the story is signalled by the 
marked Theme (temporal circumstance) 'On Friday night'. In this part of the story, the 
emotions and actions of Willy before a significant football match are illustrated in detail, 
having him bursting with excitement and anticipation. The last moment of suspense of the 
story comes when we see that Willy forgets to bring his boots to the match as in HE HAD 
FORGOTTEN HIS BOOTS. In reaction to this unfortunate reality, the emotion of Willy is 
evaluated as awful, grinned (externally) but angry (inside). The narrative is brought to 
closure when Willy gains victory for the team with his skills instead of relying on the 
magic boots. 
Each of these three parts serves its own distinctive function in the unfolding and 
development of the story. The first phase provides the solution to the problem - he didn't 
have any boots. He couldn't afford them - as proposed in the Complication. The solution 
facilitates the development into the second phase, in which another obstacle -He was 
never picked for the team - that stops Willy achieving his goal is overcome. The 
compounding of expectations and anticipation is suspended initially in the last phase, but 
finally released through the victory gained. The periodicity in the story also functions as 
projecting the theme. 
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4.3.1.2 Theme and cultural significance 
Willy the Wizard thematises personal endeavour via striving and thriving. The theme of 
the story is projected through the story structure as well as its plots. The final moment of 
suspense, in which in a critical match Willy gains victory without the magic boots, brings 
the narrative to closure and projects the theme. It highly values Willy's spirit in fulfilling 
his personal dreams. Periodically, we see descriptions such as Every day Willy wore his 
boots and practised shooting, dribbling, passing and heading. It is thematised in this 
story that the individual should attempt his/her best in overcoming obstacles in order to 
succeed. 
From a cross-cultural perspective, in analysing goal-oriented and problem-solution 
centred narratives in the Anglo-Western tradition, Klapproth (2004) reveals the under-
pinning cultural conceptualisation of the world and experience of these narratives, 
writing: 
The world is portrayed as a universe perceived through the eyes of an individual, the protagonist, 
and, importantly, it is given meaning through this perspective. The individual' s (i.e., protagonist's) 
role in that world is to pursue his or her own goal-oriented activity. This activity is goal-oriented to 
the sense that it pursues the resolution of a problem or conflict that is blocking the protagonist's 
attainment of a goal. Consequently, the individual perceives and understands himself or herself as 
involved in a teleological movement towards the resolution of his/her personal problems, a process 
that may be repeated again and again as new problems are encountered throughout the individual's 
experience of his or her existence in the world. ln terms of narrative structure, the protagonist' s 
solution of his or her problem(s) entails narrative closure. 
Klapproth (2004 :217) 
Indeed, having the spirit and the skills to solve external problems and overcome obstacles 
in the process of achieving one's goals is highly valued in Anglo-Western culture. Being 
a problem-solver is certainly valued more than being an avoider. Willy in Willy the 
Wizard is a symbolic construction of a particular story character; however, it is more than 
a simple construct in the semiotic, as Becker & Yengoyan (1979) write: 'symbolic 
constructs are not vague conceptualisations with little or no reference to reality, but 
instead are critical parts of the formation of that everyday reality' (Becker & Yengoyan 
1979:325). In sum, it is demonstrated here how the extra-focal narrative prioritises action 
in the external world in the development of the character, which reveals the cultural value 
of individual striving and thriving. In the discussion of intra-focal narrative below, it is 
argued that in these narratives the focus has been switched from the external to the 
internal, be it to personal character development or to the restoration of dysfunctional 
relationships. 
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4.3.2 Intra-focal: developmental narrative 
This section is devoted to illustrating a new sub-genre identified in Browne's work: intra-
focal (developmental) narrative. A developmental narrative differs from a traditional 
extra-focal narrative in two respects. The first is that the problem that needs to be solved 
is not a situational one as is generally the case in traditional narratives, as demonstrated in 
previous studies (Labov & Waletzky 1967, Martin & Rose 2008), but that instead, the 
'problem' is an internal character issue. 
To further elaborate this concept, it is worthwhile pointing out that the rationale behind 
having a sub-genre called intra-focal developmental narrative is due to the nature of the 
story told and the theme projected. These stories share similarities with the traditional 
genre narrative in that there is a problem, though it is an internal or psychological one, 
that demands a certain kind of action to release the tension. However, the problem differs 
from the traditional understanding of problem in narrative studies in the Western 
tradition: 'A problem is a (solid) entity located outside the individual. (Note that 
etymologically the word derives from the Greek problema and means "that which is 
posited/thrown before you".)' (Klapproth 2004:161). In traditional Anglo-Western 
narrative, a problem is situational and external and it is often presented as obstacles in a 
character's personal development. 
The second respect in which a developmental narrative differs from a traditional Extra-
focal narrative concerns the function of the Resolution stage. In a situational narrative, the 
Resolution stage resolves problems and brings the situation back to equilibrium and 
usuality. In this case, characters and situations return to the starting point of the story. 
However, the solution stage of a developmental narrative transforms the character and 
pushes the character into a new stage of personal development. An example would be the 
development of a character from immaturity to maturity. For that reason, a developmental 
narrative is posited to have the generic structure Orientation" Crisis" Transformation. 
This section is divided into two broad sub-sections. The first, comprising Section 4.3.2.1 
and its own sub-sections, deals with two developmental narratives that thematise 
individual personality development. The story structure of Silly Billy and Willy the Wimp 
will be discussed in detail to exemplify this sub-type of developmental narrative. The 
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second sub-section, comprising Section 4.3.2.2 and its own sub-sections, provides a 
description of two developmental narratives that thematise the repair of dysfunctional 
relationships in the domestic arena. The generic structure of Gorilla and Piggybook will 
be discussed in detail to explicate my understanding of the sub-type of developmental 
narrative that deals with relationships. 
4.3.2.1 Intra-personal developmental narrative 
4.3.2.1.1 Condition: compounding character issues 
The opening stage of the first type of developmental narrative serves two functions. One 
function corresponds to the traditional (situational) narrative in introducing characters, 
setting the scene and providing a description of the usual (often in past time). The second 
function it serves differs from the traditional (situational) narrative. The opening stage of 
a developmental narrative constructs the identity and personality of the character. In 
particular, it introduces and compounds an internal issue of the character. To capture 
those characteristics of the opening stage of the developmental narrative, in the current 
project, this stage is called Condition as opposed to Orientation in the situational 
narrative. In this section, the Condition stage of the two stories Silly Billy and Willy the 
Wimp are selected to exemplify and explicate the functions of the Condition stage in the 
first type of developmental narrative. 
Excerpt 8 (bold face in original, underlined indicating relational process) is the story text 
of the Condition stage of the story Silly Billy. In this stage, the protagonist Billy is 
introduced and the usual circumstances of his life are set out. 
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Excerpt 8: The story text: Silly Billy (Condition) 
Billy used to be a bit of a worrier. 
He worried about many things ... 
Billy worried about hats, 
and he worried about shoes. 
Billy worried about clouds, 
and rain. 
Billy even worried about giant birds. 
His dad tried to help. 
"Don't worry, lad, " he said "None of those things could happen. 
It 's just your imagination." 
His mum tried too. "Don't worry, love," she said. "We won't let anything hurt you." 
But still Billy Worried. 
Most importantly, the Condition stage functions to create and construe the identity, 
personality and characteristics of the protagonist: a worrier. Excerpt 8 shows, via 
exemplification and elaboration, that all sorts of worries contribute to the creation of the 
character. 
Billy's problem (i.e., his personality trait) is that he is a worrier, which is elaborated via 
several exemplifications of what be worries about, from the concrete object 'hats' to the 
imagined, fantasy-like worry about 'giant birds'. These exemplifications reinforce and 
amplify the 'worrier' characteristics of Billy. Towards the end of the opening stage, two 
new characters, father and mother, are introduced. They are represented as 'helper' as in 
'tried to help ' . However, the parental 'help' is not sufficient to eliminate his worries. 
These exemplifications on one hand construe the image of a worrier, and on the other 
compound the internal character issues by presenting Billy as not being self-sufficient, 
thereby anticipating a solution which brings a transformation ofhis personality. 
Similarly, the Condition stage of the story Willy the Wimp construes an image of a wimp 
through exemplification and elaborations. 
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Excerpt 9: The story text: Willy the Wimp (Condition) 
Willy wouldn't hurt a fly. 
Willy worried about stepping on tiny insect every time he went for a walk. 
When someone knocked into him, 
he always said, "Oh, I'm sorry!" 
Even when it wasn 't his fault. 
Sometimes when he was out walking, 
the suburban gorilla gang bullied him. 
"Oh, I 'm sorry! " said Willy when they hit him. 
In Excerpt 9, the marked Themes (time) 'when ' , 'even when' and 'sometimes when' 
exemplify and elaborate the characteristic of the protagonist 'wouldn' t hurt a fly'. 
However, the elaboration is directed to negative judgment of the character. The repetitive 
projection 'Oh, I'm sorry!' illustrates the habitual response of the protagonist in different 
situations. 
Through an ideational lens, the behavioural 'wouldn't hurt' in combination with the goal 
'a fly' sets the personality of the protagonist, Willy. The following clauses provide 
examples of the manifestation of this characteristic in different context in interaction with 
different participants. For example, in the context and situation of 'went for a walk', 
' someone knocked into him' and when 'bullied by the suburban gorillas' . In reaction to 
Willy's personality or everyday behaviour, 'the suburban gorillas called him Willy the 
Wimp' . This reaction itself constitutes the internal problem of the entire story. 
4.3.2.1.2 Crisis: anticipating the release oftension 
The Crisis stage often introduces a specific event which confronts the protagonist with 
dilemmas. It is required to have a change and make the situation better, or stay in the old 
stage of mind and perish. It is indeed impossible to ignore the problem. 
Excerpt 10: The story text: Silly Billy (Crisis) 
One ni~ht he had to stay with his grandma. 
But Billy couldn 't sleep. 
He was too worried. 
He always worried about staying at other p eople's houses. 
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The transition to the specific event that demands action is signalled by the marked Theme 
(time) 'One night'. The specific event triggers the old internal issue of worried and 
pushes the tension to its climax. It is confronted with this crisis that action is demanded 
from the protagonist. 
In Willy the Wimp, the specific event triggers demand for changes is signalled by the 
marked Theme (change of participants) ' the suburban gorillas'. The introduction of the 
new participant 'the suburban gorillas' demonstrates other people's reaction to Willy's 
habitual behaviour. Willy's emotional response 'hate' towards the negative judgment 
anticipates changes to come. 
4.3.2.1.3 Transformation 
The transformation stage is characterised with actions taken by the protagonist to solve 
the crisis and a result of a new developmental stage. 
The actions taken to solve the problem are often signal by marked Theme of time in 
demonstrating a sequence of repetitive actions of the protagonist across a period of time, 
emphasising the endeavour. 
In Silly Billy, this is, firstly, realised through the use of marked Theme in creating the 
cycle of the day in indicating the problem is solved. Secondly, it is realised through the 
change of attitudes construed, from dominantly negative affect to merely positive 
appreciation. The combination of change of attitudes and the habitual behaviour in a 
period of time function as an indicator of the transformation of the character from an 
immature worrier to a mature problem-solver. 
Interestingly in both Silly Billy and Willy the Wimp, my analysis demonstrates that 
judgment, either the protagonist's self judgment or judgment by the other characters in 
the story pushes the protagonist to take actions in order to solve the problems and 
obstacles confronted. 
Two instances of self-judgment can be found in the story Silly Billy (see Appendix 4.1 for 
detailed appraisal analysis). The first self-judgment 'silly' motivates the protagonist to 
take action -seeking help from the adult as in 'got up and went to tell his grandma'. The 
·second self-judgment 'didn't seem fair' occurs in Billy's mental projection while he 
158 
evaluates his own behaviour of telling all his worries to worry dolls. This judgment 
motivates him to come up with a new idea -making worry dolls for his worry dolls. The 
actions taken after these two instances of self-judgment demonstrate the process of the 
protagonist's transformation from an emotionally immature child to a mature adult who is 
able to deal with his own negative emotion and applies the strategies learned along the 
process to help others. 
Instances of both self-judgment and judgment by others can be found in the story Willy 
the Wimp. It is the different reaction to those judgments projects the theme of the story. 
The first negative judgment comes from the other 'the suburban gorillas'. Willy is judged 
negatively as 'Willy the Wimp' . This judgment triggers Willy's negative affect 'hate' and 
motivates him to take actions in order to make a change. The second negative judgment 
comes from the protagonist Willy himself as he judges the activities 'exercises', 
'jogging', 'go on a special diet' and'aerobics classes' as 'silly'. However, this time there 
is no specific action taken to make a change, instead, the routine is continued with similar 
activities 'learned how to box', 'went to body-building club' and 'took up weight lifting'. 
As a result, there is no development, instead we see a Quasi-transformation, which is 
indicated at the end ofthe stage of the story. The 'Oh, I'm sorry!' returns to the 'usuality ' 
and habitual response of the protagonist instead of moving up to a new developmental 
stage. It is illustrated here that one has to take action according to one's own problems 
and go straight to the problem instead of doing superficial works for example, body-
building which doesn't help much in solving the internal psychological character issues. 
In sum, in developmental narrative, we see the schema: Orientation " Crisis " (Quasi-) 
Transformation 
4.3.2.2 Interpersonal developmental narrative 
This section demonstrates another type of developmental narrative in Browne's 
repertoire. This type of developmental narrative deals with disfunctional or problematic 
relationships within domestic arena. Two aspects are essential to developmental 
narratives of this type: firstly, a problematic relationship (often between/among family 
members, e.g., father-daughter), and, secondly, a crisis and finally a transformation which 
involves the changes of the relationship. Two stories Gorilla and Piggy book falls into this 
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category in the selected corpus of Browne's work. To facilitate my discussion, their 
generic structure will be illustrated in detail and the projected theme will be discussed. 
4.3.2.2.1 Condition: compounding relationship issues 
In developmental narrative that deals with relationship issues, the Condition stage serves 
the traditional function of setting the scene and introducing characters. The unique 
function of the Condition stage in developmental narrative is that it maps out the 
relationships between characters and compounds the issues amongst these relationships. 
In compounding a problematic relationship between characters, the Condition stage often 
adopts three strategies: separating characters in two different semiotic domains 
(linguistically), constructing conflicting desires and assigning (social) roles. 
One of the three strategies to compound a problematic relationship is to separate the 
characters into two different semiotic domains in the story world. This separation results 
in the lack of interaction and communication between characters. This strategy can be 
found in the Condition stage of both stories Gorilla and Piggybook. 
The Condition stage of the story Gorilla constructs a problematic father-daughter 
relationship. This is manifested in the lack of interaction between these two and father's 
inability to fulfil Hannah (the daughter)'s desire to go to the zoo (to see a real gorilla). 
Excerpt 1 1 is selected from the Condition stage of the story. It can be divided into two 
distinctive parts. 
Excerpt 11: Story text: Gorilla (Condition) 
Hannah loved gorillas. 
She read books about gorillas, 
she watched gorillas on television, 
and she drew pictures of gorillas. 
But she had never seen a real gorilla. 
Her father didn't have time to take her to see one at the zoo. 
He didn 't have time for anything. 
He went to work every day before Hannah went to school, 
and in the evening he worked at home. 
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The Condition stage is predominantly about the daughter -Hannah. It functions as 
introducing the character Hannah and elaborates her hobbies. The character father and his 
daily routines and status are appreciated. In picturing Hannah, the passage is about her 
obsession with gorilla, and the obsession also involve doing things - drawing, watching 
- love gorilJa, as shown in mental and material processes (see Table 4.8 for more 
detailed transitivity analysis of the Condition stage). The material processes, as argued 
earlier, are the exemplification and elaboration of the emotional activities. In illustrating 
father, the focus is his daily routines -material processes 'work ' and also relational 
process of time. The image of the father created here is that he is busy and he works hard. 
It is shown that the contrast of the two semiotic domains, material and mental contributes 
to the construal of lack of interaction and communication between father and daughter in 
the opening stage. 
Table 4.8: Transitivity in compounding character relationship 
Hannah father 
Mental: love Relational: didn't have (time) 
Mental: read Relational: didn't have (time for anything) 
Mental: watch Material: went to (work) 
Material: drew Material: worked (at home) 
Mental: never seen Relational: was (always busy) 
Relational: was (always too tired) 
The second strategy in compounding problematic relationship in the Condition stage is to 
construct conflicting desires and interests. 
The Condition stage of the story Gorilla starts with a mental process 'Hannah loved 
gorillas'. This opening sentence appears to be very simple, but, it entails the participant 
(experiencer) Hannah, her mental reaction or affect as in ' loved' and the phenomenon or 
mental focus 'gorilla'. This is followed by three concrete examples (see Excerpt 11) of 
how much Hannah 'loved' gorillas. These examples function as exemplification and 
elaboration of the opening sentence, serve as the character Hannah's anticipation, desire 
and expectation to see gorillas. 
In this story, Hannah's mental reaction towards the phenomenon gorilla is constructed as 
constantly frustrated from the father's end. As seen earlier from Excerpt 11, the 
conjunction 'But' as in 'But she had never seen a real gorilla' signals the frustration of 
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the desire and anticipating an explaination. The introduction of the new participant - 'her 
father' and his daily routines serves as providing explanation for the frustration of 
Hannah's desire to see a real gorilla. To follow, two examples are offered to illustrate 'her 
father didn't have time' . 
The rest of the Condition stage (see Excerpt 12) is featured by two more Ambition 1\ 
Frustration patterning signalled by Hannah's expectation and a 'but' in the father's 
inability to fulfil her expectation. 
Excerpt 12: The story text: Gorilla (Condition) 
When Hannah asked him a question, 
he would say, "Not now. I'm busy. Maybe tomorrow. " 
But the next day he was always too busy. 
"Not now. Maybe at the weekend, " he would say. 
But at the weekend he was always too tired. 
They never did anything together. 
In Excerpt 12, marked theme of time is used in creating the generic and habitual 
behaviour of a father. The use of 'was busy' and 'was always too tired' attributes a busy 
image to the character father. The previous part of the story in Condition stage illustrates 
the lack of interaction between father and daughter. In this part, the only interaction 
between father and Hannah is construed in projection -demand from Hannah and answer 
from the father. Even so, the only verbal exchange follows the pattern of demand 1\ 
rejection. The emotional demand from the daughter Hannah and rejection of bringing it 
into action from the father. The final sentence 'They never did anything together' 
crystallises the Problem that anchors the story - lack of interaction between father and 
daughter and father's inability to fulfil the wish of the daughter. 
These strategies in compounding dysfunctional relationships can also be found in the 
story Piggybook. The Condition stage of the story Piggy book also separates the characters 
into two different semiotic domains. In this stage, male characters (Mr Piggott, Simon 
and Patrick) and female character (Mrs Piggott) are distinctively separated in two 
domains: domestic vs. job and school. Excerpt 13 is the Condition stage of the story. This 
stage can be divided into two parts. The first part introduces the characters involved and 
their relationships. The second part illustrates the usual established roles of these 
characters and their behaviours in cycles of days. 
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Excerpt 13: The story text: Piggybook (Condition) 
Mr. Piggott lived with his two sons, Simon and Patrick, in a nice house with a nice garden, and a 
nice car in the nice garage. 
Inside the house was his wife. 
"Hurry up with the breakfast, dear, " he called every morning. before he went off to his very 
important job. 
"Hurry up with the breakfast, Mum, " Simon and Patrick called before they went off to their very 
important school. 
Afier they lefi the house, Mrs. Piggott washed all the breakfast things ... made all the beds ... 
vacuumed all the carpets ... and then she went to work. 
"Hurry up with the meal, Mum, " the boys called every evening when they came home from their 
very important school. 
"Hurry up with the meal, old girl, " Mr Piggott called every evening when he came home from 
his very important job. 
As soon as they eaten, Mrs Piggott washed the dishes ... washed the clothes ... did the ironing ... 
and then she cooked some more. 
In introducing the characters in the first part of the opening stage, the female character is 
introduced as a possession of the male character, as part of the material possessions which 
belong to the male character. The sentence structure used in 'Inside the house was his 
wife' positions the female character in parallel with garage, garden, and the house. There 
is nothing individual about the female character. She is general and invisible. Two roles 
assigned to her are strongly associated with the domestic arena: the wife and the mother. 
In illustrating the roles and habitual behaviours of the characters, the second part of the 
Condition stage is featured by the projection of the male characters in demanding services 
from the female character. Table 4.9 briefly maps out the transitivity analysis, with only 
verbal processes 'called' assigned to the male characters (Mr Piggott, Simon and Patrick) 
and predominantly material processes (processes of doing) assigned to the female 
character (Mrs Piggott). 
Table 4.9: The separation of the male and the female world (Piggybook) 
Mr Piggott, Simon and Patrick Mrs Piggott 
Verbal: called Material: washed 
Material: made 
Material: vacuumed 
Material: did 
Material: cook 
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Transitivity analysis portrays how the relationship between the characters is linguistically 
constructed. As seen in earlier discussions, the relational process 'Inside the house was 
his wife' entails possessive relation. The female character 'his wife' is deliberately put in 
the category of the material possessions of the male character: nice house, nice garden, 
nice car and nice garage. Here, transitivity analysis demonstrates the social roles each 
character is assigned to. 
Generally speaking, verbal process involves a sayer, a said and a receiver. In 
linguistically illustrating the male characters, it is verbal process 'called' that is frequently 
used. The sayer is predominantly the male characters as in 'he called' and 'Simon and 
Patrick called'. The said is 'hurry up with the breakfast' or 'hurry up with the meal', 
which is more of giving orders. The receiver or addressee in this case is the female 
character Mrs Piggott, who takes orders and carries them into actions. 
Subsequent to the verbal orders of the male characters, there are series of material 
processes assigned to the female character. Material process entails verbs of doing, doing 
to, and the instruments used. These involves agent (doer), affected (done to) and 
instruments. For example, in one of the descriptions of Mrs Piggott's daily routine, four 
material processes are used: 
Excerpt 14 The story text: Piggybook (Transitivity) 
After they left the house, Mrs. Piggott washed all the brealifast things ... made all the beds ... 
vacuumed all the carpets ... and then she went to work. (Piggybook) 
In these material processes, Mrs Piggott is the agent (doer) and what is being done is 
domestic work: breakfast things, all the beds and all the carpets. The use of a repeated 
daily cycle sets up the practice as generic and habitual behaviours of the characters 
·involved. Although Mrs Piggott is the doer, she is constructed as powerless and passive, 
fulfilling the demands of the Sayers, male characters. She is construed as a servant in the 
house. The distinction between material and verbal, the role of doer vs. sayer in the 
domestic arena separate these characters in two different semiotic domains and the lack of 
overlap contributes to a problematic relationship. 
Compared to the Condition stage in Gorilla, the Condition stage of Piggybook differs in 
dealing with the interaction between characters. There is little interaction between 
characters in both stories as argued earlier. In the limited interactions, the projection 
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between father and daughter in Gorilla is featured by the pattern of demand A rejection. 
This pattern is repeated and therefore compounds the problems within the relationship. 
On the contrary, the limited interaction between male character and female characters is 
feature by a repeated pattern of demand A offer. Whatever is demanded in the projection 
of the male character is immediately fulfilled by the doing (offer) from the female 
character. However, this asymmetric distribution of labour anticipates the break-down of 
the relationship. 
Another different feature between the two stories is that the attitudes construed. In 
Gorilla, 'love' inscribes the affect of the character Hannah and 'busy' inscribes the 
appreciation of the status of the character father. These serve as explanation of the lack of 
interaction between the characters. The inscribed positive affect and negative appreciation 
couples in invoking negative judgment of the character father. It invokes the negative 
judgment of the father as not living up to the expectation of fulfilling his responsibility as 
a father, keeping her daughter entertained and answering her emotional needs. This 
invoked judgment is cultural as well as valued-oriented. This interpretation is routed in an 
understanding of the role of a parent in a society. 
In the Condition stage of the story Piggybook, instances like 'nice' and 'important' are 
repetitively used in evaluating the ideational matters, i.e. , circumstance of the 
environment that the characters are participating in. Specifically, 'nice' is an inscribed 
positive reaction of the narrator in appreciating the circumstances: house, garden, car, 
garage which made up of necessity of happiness and ideal family life in modern society. 
From an analytical point of view, the repetitive use of four 'nice' results in irony, 
invoking negative judgment on the male character. 
In sum, though slightly different in practices, mainly three strategies can be found in 
Browne's repertoire in construing as well as compounding dysfunctional relationship 
between/among characters. By separating characters in two different semiotic domains, 
the Condition stage of the story construes a problematic relationship which is lack of 
interaction and communication. By illustrating contrasting desires, the opening stage 
construes frustrations within the relationship. By assigning different roles to the 
characters construes how relationships and roles are negotiated within the relationship 
itself. Examples ofhow these strategies play out in the text in compounding dysfunctional 
relationships are presented. 
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The function of the Condition stage is therefore three-fold: it introduces story characters; 
it sets up and exemplifies the relationship between the characters through descriptions of 
their interaction or lack of interactions; and, it explicitly states and compounds the 
problem within the relationship that needs to be solved in the story. This internal problem 
itself in turn sets up the departure of the entire story. 
4.3.2.2.2 Crisis: anticipating the release of tension 
Following Condition is the stage called Crisis. The Crisis stage of the story pushes the 
problematic and dysfunctional relationship to a critical point, anticipating action taken to 
bring restoration to the relationship. 
The transition to the Crisis stage is often signalled by the marked Theme (temporal 
circumstance) which introduces a specific event in the past. In the story Gorilla, marked 
Theme (time) 'the night before her birthday' (as underlined in Excerpt 14) signals the 
transition from general everyday practices to a specific event. 
Excerpt 15: The story text (Gorilla: Crisis) 
The night be fore her birthday. Hannah went to bed tingling with excitement 
-she had asked her father for a gorilla! 
In the middle of the night, Hannah woke up and saw a very small parcel at the foo t of the bed. 
It was a gorilla, 
but it was just a toy. 
Hannah threw the gorilla into a corner with her other toys and went back to sleep. 
The function of the Crisis stage is to push the development of the story to a critical point 
which yearns for actions from any of the participants involved to come to a solution. In 
order to achieve this function, an attitudinal change of the participants is often involved in 
bringing the relationship to a critical point. 
In the example of the Crisis stage in Gorilla (see Excerpt 15), the demand " rejection 
pattern of interaction between father and daughter found in the Condition stage is 
continued. In the specific event of Hannah's birthday, she again demands a gorilla. The 
conjunction 'But' as in 'But it was just a toy' conveys the meaning that again as usual 
Hannah's wish is frustrated. 
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Compared to the lack of description of Hannah's reaction and response towards the 
rejection from father in the Condition stage, the Crisis stage contains instances inscribing 
and invoking Hannah's attitudes towards this rejection. There is a highly graduated 
attitudinal change of Hannah. At the beginning of the Crisis stage, 'tingling with 
excitement' is used, inscribing highly positive affect (+hap). This is to describe the 
emotional status of Hannah as in her expectation of a special birthday present from her 
father. This is contrasted when the expectation is unfulfilled. In describing Hannah's 
reaction and response to this frustration, a material process 'threw the gorilla into a 
comer' is used, invoking an extreme negative affect. This also indicates the frustration of 
the character Hannah has reached a critical point. Indeed, the problematic father-daughter 
relationship is yearning for a solution. 
The Crisis stage of the story Piggybook serves the same function as in pushing the 
development of the story to a critical point and anticipates solution in transforming the 
dysfunctional relationship. However, the strategies employed in attaining these goals are 
different from that of the Gorilla. 
The marked Theme (temporal circumstance) 'one evening when' (underlined in Excerpt 
15) signals the transition from the Condition to the stage of Crisis. It (see Excerpt 15) 
introduces a specific event in the past. 
Excerpt 16: The story text (Piggybook: Crisis) 
One evening when the boys got home from school there was no-one to greet them. "Where 's 
Mum? " demanded Mr Piggott when he got home from work. 
She was nowhere to be found. 
They all became more and more grumpy. 
The entire stage is featured by three aspects. Firstly, it records the disappearance of the 
female character from the world that the male characters live in. Secondly, it illustrates 
the disruption brought in due to the disappearance of the female character. The apparently 
peaceful and functioning household is changed into the male characters' struggle and 
later failure to play the role the female character used to play. Thirdly, this stage also 
captures the attitudinal change of the characters. In the previous stage Condition, the 
attitude of the characters is not explicitly inscribed. In the Crisis stage, the attitude of the 
female character is invoked as in her choosing to leave the house and her domestic 
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chores. Her attitude towards the male characters' behaviour is explicitly inscribed as in 
'You're pigs! ', negatively judging the asymmetric distribution of labour. The attitude of 
the male characters is also changed from not stated to stated in words such as 'grumpy', 
inscribing negative affect. 
In sum, the attitudinal changes of the character from positive to negative pushes the 
development of the story to the critical point. It is anticipated that action is needed in 
bringing restoration and transformation to the dysfunctional relationship. 
4.3.2.2.3 Transformation: taking responsibility 
To repair a nearly broken and dysfunctional relationship demands actions from 
participants involved. In the Transformation stage, characters take action to repair and 
restore the relationship and bring harmony back in the relationship from which every 
participant involved could benefit. 
In Gorilla, the Transformation stage contains two parts. The first part is the fantasy of 
Hannah. This fantasy is the projected ideal father-daughter relationship. In this mental 
projection of Hannah's, the toy gorilla transforms into a real gorilla and takes her out for 
a series of activities and places that the father fails to do. In the second part of the 
Transformation (see Excerpt 17) Hannah comes back from the fantasy world (to the 
reality of the story world). This transition is, firstly, signalled by the marked Theme 
(temporal circumstance) ' the next morning' (underlined in Excerpt 17), and, secondly, it 
is realised by the re-introduction of the participant 'the toy gorilla'. 
Excerpt 17: The story text (Gorilla: Transformation) 
The next morn in~ Hannah woke up and saw the toy gorilla. 
She smiled. 
Hannah rushed downstairs to tell her father what had happened. 
"Happy birthday, love," he said. "Do you want to go to the zoo?" 
Hannah looked at him. 
She was very happy. 
In this part of the Transformation stage the character father is construed as proactive in 
restoring the problematic father-daughter relationship by fulfilling Hannah's desire as in 
his offer 'do you want to go to the zoo?'. This projection of the father' s echoes that ofthe 
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real gorilla in Hannah's fantasy. Indeed it is the father who takes the responsibility and 
fulfils the need of the daughter and brings harmony back to the relationship. This role 
allocation provides an insight into the ideal or expected parent-child relationship. As 
argued earlier, the invoked negative judgment of the father is a cultural and historical 
bounded interpretation. This interpretation is also social-economic related. It is not till the 
recent decades that entertaining their children becomes the responsibility of a parent. It is 
strongly associated with the historical moment and social economic situations in which a 
certain kind of philosophy of childhood is highly valued. 
Let us now have a look at the Transformation stage in the story Piggybook. To start with, 
the marked Theme (temporal circumstance) 'one night' signals change. It is a change 
from the cycles of days without the female character in the Crisis stage to a specific event 
that disrupts this newly established usuality. Excerpt 18 is the story text of the 
Transformation stage of Piggybook. 
Excerpt 18: The story text (Piggybook: Transformation) 
One night there was nothing in the house for them to cook. 
"We 'll just have to root around and find some scraps, " snorted Mr Piggott. 
And just then Mrs Piggott walked in. "P-L-E-A-S-E come back, " they snuffled. 
So Mrs Piggott stayed 
Mr Piggott washed the dishes. 
Patrick and Simon made the beds. 
Mr Piggott did the ironing. 
And they all helped with the cooking. 
They actually enjoyed it! 
Mum was happy too ... 
She mended the car. 
In this stage, two elements are essential for the development of the story as well as the 
narrative closure. These two elements are, firstly, the re-introduction of the female 
character. That is the reappearance of Mrs Piggott in the world of the male characters as 
realised through the material process 'Mrs Piggott walked in' . Secondly, it is the 
redistribution of labour in the domestic arena. This is realised through the activities 
assigned to the male characters. In contrast to the only verbal process 'called' in the 
Condition stage, in the stage of Transformation material processes 'washed', ' made' , 
'did' and 'helped' are assigned to the male participants Mr Piggott, Simon and Patrick. 
Instead of being solely sayer, male characters are constructed as doer in the 
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Transformation stage. There is an attitudinal change of the female and male characters. 
Mrs Piggott's attitude is changed from negative judgment to positive affect as in 'you are 
pigs!' to 'mum was happy'. The male characters' attitude is changed from negative affect 
'grumpy' to positive affect 'enjoyed'. The attitudinal change signals the success of the 
Transformation, in which a dysfunctional relationship is restored and results in a newly 
established relationship that everyone involved is happy and can benefit from. 
To further understand the value and ideology that underpins the Transformation, It is 
important to point out who takes the action to restore the relationship. It is obvious that 
the male characters are the ones who change their behaviours and this change results in 
the restoration of the relationship. The story thematises gender roles and gender 
relationship in domestic arena. 
4.3.2.3 Summary 
In sum, this section identifies a new sub-genre developmental narrative. It is illustrated 
that there are two types in this sub-genre, personal and relational. Both of these two types 
follow the story schema Condition 1\ Crisis 1\ Transformation. The function of each stage 
is defined and shown in Table 4.10: 
Table 4.10: Function of story stages in developmental narrative 
Story stage Function 
Condition constructing problematic self and relationship 
Crisis trigger for accepting the call for changes/transformation 
Transformation the growth, reinvention and transformation of self and relationship 
It is also demonstrated here that through the structuring of the story, the text guides the 
young reader to the interpretation of the literary theme of the story. In stories Silly Billy 
and Willy the Wimp, the significance of internal security is thematised and treasured. This 
highlights the emphasis on. individuality and the cultural expectation of an individual 
being emotionally self-sufficient. 
The second type of developmental narrative deals with internal problems in a 
dysfunctional relationship. Two examples are the stories Gorilla and Piggybook. It 
thematises the parent-child relationship and the understanding of childhood and parental 
responsibilities. The story Piggybook thematises gender equality and explicitly criticises 
the asymmetric gender roles in the domestic arena. It is also concluded that through 
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examining the theme, the value and ideology underpinning the stories are revealed. These 
interpretations are historically and culturally bounded. It demonstrates the Anglo-Western 
understanding of the individual, its place in relationship and interaction, family and 
society. 
4.3.3 Exemplum 
In the selected corpus of Browne's work, the genre exemplum is also used (as in the story 
Willy the Champ). The function of exemplum is 'to share a moral judgment' (Martin & 
Rose 2008:62). It follows the structure of Orientation 1\ Incident 1\ Interpretation. 
4.3.3.1 Orientation 
The Orientation stage constructs the character Willy and his relationship with the 
community in general. In constructing the character, it uses exemplifications to illustrate 
the hobbies of Willy. Excerpt 19 shows Willy is constructed as a stereotypical sissy-boy 
whose hobbies are mainly stereotypical female activities. 
Excerpt 19: The story text: Willy the Champ (Orientation) 
He liked to read ... 
And listen to music ... 
and walked in the park with his friend, Millie. 
Willy wasn't any good at soccer ... 
He did try. 
Willy tried bike racing ... 
He really did try. 
Sometimes Willy walked to the pool. 
Other times he went to the cinema with Millie. 
But it was always the same. 
Nearly everyone laughed at him- no matter what he did. 
The beginning and the end of the Orientation stage are featured by judgment. The 
opening sentence 'Willy didn't seem to be any good at anything' inscribes negative 
judgment on Willy's capacity (source: narrator). The last sentence 'Nearly everyone 
laughed at him -no matter what he did' inscribes the negative judgment on Willy by 
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other members in the community. The absolute pronoun 'nearly everyone' isolates the 
character Willy from the community. 
4.3.3.2 Incident 
The Orientation stage is immediately followed by Incident. The transition to the new 
stage is signalled by the marked Theme (temporal circumstance) 'One day', introducing 
the transition from general usuality and habitual behaviour to a specific event. Excerpt 20 
is the story text of the Incident stage of Willy the Champ. 
Excerpt 20: The story text (Willy the Champ: Incident) 
One day Willy was standing on the corner with the boys 
when a horrible figure appeared. 
It was Buster Nose. 
And he had a horrible figure. 
The boys fled. 
Buster threw a vicious punch. 
Willy ducked ...... then he stood up! 
"Oh, I'm sorry, "said Willy, "are you alright?" 
Buster went home to his mum. 
The Incident stage centres on an event in which Willy defeats the bully - Buster Nose-
by accident. A significant feature of this stage is the reactions and responses of different 
characters construed in using appraisal resources. At the beginning of this stage (see 
Excerpt 20), 'horrible' is used in appreciating the newly introduced character Buster 
Nose. The behavioural process 'fled' is used to describe the reaction of the other 
characters - 'the boys'- in response to the appearance of Buster Nose. On the one hand, 
'fled' demonstrates the insecurity and fear of 'the boys'. On the other hand, it reinforces 
the negative appreciation 'horrible' of the character Buster Nose, creating an image of a 
bully everyone is afraid of. Furthennore, the combination of the evaluative resource 
'horrible' and the choice of behavioural surge 'fled', which serves as ideational token 
invoking negative affect, anticipates a frightening scene. 
The expectation of a frightening event reaches its climax in Buster threw a vicious punch. 
However, this expectation is frustrated by Willy's simple and unintentional reaction as in 
ducked ... then he stood up, which puts a full stop to the anticipated crisis or disaster. The 
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tension of the story is released by Buster went home to his mum. By accident, the 
protagonist Willy defeats the bully everyone (the boys) is scared of in the community. 
The combination of the strong reaction 'fled' of the boys and the simple solution 'ducked 
. . . then he stood up' in defeating the bully parodies the image of a sissy-boy that the 
community assigns to Willy in the Orientation stage. 
4.3.3.3 Interpretation 
The final stage of the story Interpretation contains only the sentence 'Willy was the 
Champ'. In this stage the capability of the protagonist Willy is re-evaluated. As opposed 
to the image of someone who is laughed at by everyone, no matter what he did, he is 
attributed a reinvented identity of 'the Champ' (as in the relational process Willy was the 
Champ). 
The structure of the story, in particular its co-articulation with the prosodically structured 
attitudinal dynamic, projects the significance of the story. Table 4.11 provides an 
overview of the sequence of stages and attitudinal dynamics in each stage. 
Table 4.11: Attitudinal dynamic in Willy the Champ 
Attitude 
+ 
Judgment 
(by 
narrator) 
Unfolding of the story 
Orientation 
Affect 
Judgment 
(by 
narrator) 
Judgment 
(by 'nearly 
everyone') 
Incident 
Appreciation 
(by narrator) 
Interpretation 
Judgment 
(by narrator) 
In Willy the Champ, the Orientation starts with a negative judgment of Willy's capacity as 
in Willy didn't seem to be any good at anything. This is followed by exemplifications of 
his hobbies in creating the image of the character. In these exemplifications, the inscribed 
positive affect creates the personality of Willy, and this is negatively evaluated by the 
judgment of the narrator and the community as a whole as constructed in the story. 
The negative judgment of the capacity of Willy scopes forward over the following 
Incident, making us expect some sort of crisis or problem. The Judgment in Interpretation 
stage on the other hand scopes backwards over the preceding incident, evaluating the 
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behaviour and reaction of Willy in response to the incident. This evaluation (positive 
judgment) serves as a contrast to the one in the Orientation, and thus re-evaluates the 
capacity of Willy and attributes to him a newly reinvented identity of ' the Champ' as 
argued above. 
The thematic message is transmitted through the attitudinal dynamic in the story, m 
particular the social and communal judgments made of the protagonist. The change of 
attitudes from the negative judgment (useless) to a positive one (champ), due to the 
accidental defeat of a bully, is an irony which challenges the value as well as validity of 
public opinions and the prevalent masculine gender ideal. The insecurity of 'the boys' 
themselves, as manifested in 'fled' from the scene and their judgment of Willy, 
demonstrates the fragility of the base of the social values and judgments. The contrast 
between the consistency of the character Willy and the changing attitudes of others 
projects the theme that one does not need to refashion oneself in order to confonn to 
public opinion. Neither does one have to reinvent oneself to live up to (masculine) gender 
ideals. 
4.3.4 Recount and multiple recounts 
The story genre recount is the main concern of the discussions in the current section. Two 
stories in the story corpus, Zoo and Voices in the Park, exemplify recount. They are both 
recounts of personal experiences; Zoo records the sequence of events during a family visit 
to the zoo, while Voices in the Park records a sequence of events in the park. They differ 
in that Zoo is a classic recount that tells the experience from 'my', i.e., the first person 
point of view. The story Voices in the Park includes four recounts that view one single 
experience of going for a walk in the park from four different perspectives. In terms of 
structure and theme Voices in the Park moves away from classic recount as we have seen 
in Zoo, moving towards the deconstruction of the genre recount. It moves towards post-
modem storytelling in having multiple perspectives and heteroglossia (in the Bakhtinian 
sense). 
It is important to clarify here that the classification of these two stories as recount is base 
on the verbal stories, rather than taking both visual and verbal into consideration. This 
chapter is deliberately designed to address verbal stories only (see chapter I). Nodelman 
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( 1991) and Wyile (200 1) provide detailed investigations on how verbal and visual stories 
differ in 'point of view' within a picture book. Nodelman (1991} writes, 
... in most picture books with autodiegetic texts, "who speaks" is not "who sees". In books like 
Ellen Raskin's Nothing Ever Happens on My block and Mercer Mayer's I Am a Hunter, the words 
are in the first person but the pictures seem to be in the third. 
Nodelman (1991 : 3) 
Taking both the visual and the verbal into account, Browne's Zoo and Voices in the Park 
share the similar divergence of visual and verbal 'point of view' with the works 
Nodelman discusses. However, here I shall not get into too much details since verbal and 
visual variation is not the main consideration of this chapter, which focuses on the 
understanding of the structure, genre of the verbal texts in picture books. 
To capture the process that the genre recount passes through in Browne's repertoire, I 
will, firstly, define recount and, secondly, decode the classic recount using Zoo as an 
example. To follow, the structure and theme in the story Voices in the Park will be 
examined. To define recount, the current study follows Plum (1988/1998) and Martin and 
Rose (2008) who argue that 'recounts of personal experience ... record a sequence of 
events without significant disruption. Rather than a distinct evaluation stage, the events 
are typically appraised prosodically as the recount unfolds' (Martin & Rose 2008:51). 
The function of recount is therefore 'to share experiences and attitudes of all kinds' 
(Martin & Rose 2008:51 ). In general, recount follows the story schema of (Orientation) " 
Record" (Reorientation). Section 4.3.4.1 discusses the generic structure and theme of the 
story Zoo, while Section 4.3.4.2 focuses on the story Voices in the Park. 
4.3.4.1 Recount: recording experiences 
The story Zoo records 'my' experience of visiting the zoo with my family members, My 
brother, Dad and Mum from the first person point of view. In terms of story structure, it 
follows the pattern Orientation "Record" Reorientation. 
The Orientation stage introduces the four main participants in the recount: Me, My 
brother, Dad and Mum. It maps out a picture of an ordinary, simple family the readers 
would encounter in everyday life. The marked Theme (temporal circumstance) 'last 
Sunday' signals the transition to the next stage Record. In this stage, experiences in the 
zoo are meticulously recorded. As far as time is concerned, the Record stage records a 
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series of events which unfold gradually during the day 'my' family went visiting the zoo. 
Table 4.12 lists the event sequence in the recount Zoo. 
Table 4.12: Event sequence in Zoo 
Orientation 
My family Me My brother Dad Mum 
Record 
Last Sunday (we all went to the zoo) 
After a while (Harry and I got really bored) 
When we finally got there (dad had to had a row 
with the man in the ticket booth) 
Then (we saw the tigers) 
After that (we went into the gift shop) 
Then (we had to go and see the polar bear) 
Next (we saw the baboons) 
Finally (we found the gorillas) 
Then (it was time to go home) 
In the car (Mum asked us) 
Reorientation 
That night (I had a very strange dream) 
In the stage Record, marked Theme (temporal circumstance) signals the transition from 
one event to the next, documenting 'our' activities in the zoo. Often the marked Theme of 
time co-articulates with spatial transitions, thereby guiding the circumstantial changes of 
time and space within the zoo. For example, in 'Then we saw the tigers, ... after that we 
went into the gift shop', the marked Theme 'then' signal the temporal sequences of the 
two different events 'saw the tigers' and 'went into the gift shop'. With this strategy, the 
potential reader is invited to live through the events and see through the eyes of the 
characters. 
In these meticulously recorded events, appraisal is distributed throughout the recount 
prosodically (see Appendix 4.1 for detailed analysis). There is no disruption to the events, 
let alone a resolution, and neither is there a terminating, evaluative stage. Instead, 
evaluations of various kinds are dispersed through the events. 
Mainly three aspects are appraised prosodically throughout the recount of the experience. 
The first aspect is the activities in the zoo; the second is 'my' reaction to the character 
Dad's behaviour; and the third is 'our' attitudes towards the animals, in particular the 
character 'mum' s' reaction and response during the visit to the zoo. Through the analysis 
it is shown that the character 'mum' is the moral voice in the entire story. Moral 
176 
judgments and the theme of the story will be discussed later, here, three aspects that are 
appraised in Zoo are discussed. 
Firstly, 'went to the zoo' is appraised with graduated positive affect in 'me and my 
brother were really excited', and this is soon contrasted with the negative appraisal of the 
succeeding event, the traffic jam. The characters 'me' and 'my brother' react negatively, 
as in the inscribed graduated negative affect 'Harry and I got really bored'. The marked 
Theme when we finally got there signals the circumstantial changes in the recount. The 
recount has now moved on to record 'our' activities within the zoo. 
During our visit to the zoo, 'I' negatively appreciates the animals as ' boring' and 'really 
smelly ' . Rather than intensifying our reaction and feelings towards the animals, the 
recount records other activities, such as eating in the cafe and buying a monkey hat in the 
gift shop. The former activity is positively appreciated as ' the cafe was great' and 'it was 
brilliant'. Following this appreciation, the recount heads to its end with the event of going 
home without explicit appraisal. In reaction to 'mum's' question 'what was the best bit of 
the day', my response is the food, my brother favours the monkey hat and Dad 
appreciates 'going home' itself. Instead of gaining education or moral lessons from the 
visit, the children and the character Dad appreciate seemingly trivial things rather than 
animals. 
Secondly, apart from appraising the events they experience in the zoo, the behaviour of 
Dad is also appraised periodically. Starting from the sibling fight between Harry and I, 
the reaction of Dad ('Dad told me off) is judged negatively as it's not fair . The image of 
Dad is further constructed through our reaction to his joke 'everyone laughed except 
Mum and Harry and me' . Following this negative appreciation, the recount records Dad's 
behaviour in the ticket booth. His behaviour is negatively judged by the graduated 
negative affect embarrassing as in ' sometimes he can be really embarrassing'. Dad is 
further constructed as a grumpy and moody character as in ' it seemed he was in one of his 
moods ' and 'Dad howled '. These evaluations are filtered in my response to Dad and his 
behaviour. On the one hand, these evaluations construct an image of a grumpy father, on 
the other hand they document Dad 's activities during our visit in the zoo. These events 
show the character's indifference towards the animals. Rather than paying attention to the 
animals, Dad spends most of his time in the zoo getting grumpy and telling irrelevant 
jokes. 
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Finally, I argue that the character 'mum' serves as a moral voice in the story. Different 
from the indifference and self-centred behaviours of the children and Dad, the character 
Mum shows sympathy for the animals that are captured in the zoo, drawing attention to a 
comparison of man and animal. This is realised prosodically as the recount unfolds. Three 
instances (presented in Excerpt 21) in the reaction to certain events demonstrate the 
character 'mum's' role as a moral voice. 
Excerpt 21: The story text (character 'mum's' reaction and response to experience in Zoo) 
One of them was just walking along a wall of the cage, then turning round and walking all of the 
way back. 
Then it would start again. 
"Poor thing, "said Mum. 
Next we saw the baboons, and they were a bit more interesting. 
Two of them had a fight. 
''They remind me of someone, "said Mum. 1 can't think who. " 
1n the car Mum asked us what was the best bit of the day. 
1 said the burger and chips and beans, and Harry said the monkey hats. 
Dad said the best bit was going home, and asked her what was for dinner. 
"I don't think the zoo really is for animals, "said Mum. "1 think it's for people. " 
In response to the walking back and forth of the tigers they saw in the zoo, 'mum' 
appreciates them as 'poor thing', showing sympathy for the animals. This appreciation is 
followed by a sequence of events without appraisal of the animals, until the recording of a 
new event when 'we' see a fight between two baboons. The verbal projection of 'mum' 
as ' they remind me of someone, I can't think who' moves from previous sympathy to 
another level of understanding of the human-animal relationship. In this understanding, 
the character puts animal and human in an equal and comparable situation. In this 
projection, similarities are drawn between the sibling fights between Harry and 'I' and the 
fight between the two baboons. This understanding is further elaborated in the fmal 
comments of 'mum' as 'I don't think the zoo really is for animals, I think it's for people'. 
The evaluation of the character 'mum' escalates from the first instance to the last. These 
instances of appraisal serve as negative judgment on man's selfish behaviour towards 
animals, ignoring the well-being of the animals in fulfilling their own desire. 
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The Record of events is followed by a Reorientation stage that addresses the events in 
retrospect. It is manifested in the form of a dream, in which humans and animals switch 
roles. Humans are locked behind the iron bars in the zoo and subjected to gaze. It is 
important to note that potential readers may draw a moral conclusion about the treatment 
of the animals by human beings - lock them in the zoo for humans ' entertainment and 
pleasure instead of letting them live freely in the wild. This is realized in a verbal 
projection of the character •mum' and •my' strange dreams in the Reorientation stage of 
the recount. Throughout the entire story there is no judgment inscribed in the man-animal 
relationship; instead, it is through prosodic appraisal of all kinds that this judgment is 
invoked. Two strategies are used in Zoo to project the theme of animal-human 
relationship. Firstly, by contrasting 'our' indifference' towards the animals and ' our' (in 
particular, Dad's) self-centred activities in the zoo with the character •mum's ' comments 
and the misery of the animals, the recount negatively judges the fact that human beings 
confine animals in the zoo for their own pleasure. Secondly, by meticulously 
documenting the sequence of events in the zoo in verbiage (concentrating on the 
ideational), readers are expected to draw a moral judgment from the image depicting the 
animals in the zoo. Now I will turn the focus to the discussion of another recount found in 
the story corpus, Voices in the Park. 
4.3.4.2 Multiple recounts and focalisation 
The award-winning picture book Voices in the Park is a retelling of the story told in 
Anthony Browne's earlier work A Walk in the Park (1977), in which a single recount of 
the experience of a walk in the park is provided. Voices in the Park elaborates on this 
recount and illustrates the same experience from four different perspectives: ' the first 
voice', •the second voice', 'the third voice' and 'the fourth voice'. The focus of the story 
is not what is told but how the story is told. The uniqueness of Voices in the Park lies in 
the fact that it combines four recounts in its macro-genre and each recount follows the 
story schema of the classic recount recording a personal experience of a walk in the park. 
Four recounts are tied together by the Macro-theme presented in the title Voices in the 
Park. In each recount four separate hyper-genres are presented, First voice, Second voice, 
Third voice and Fourth voice, indicating that these stories are told from four different 
perspectives. By stating that there are four points of view in recounting the same 
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experience, Browne creates an omniscient point of view in which the author delves into 
four different minds. 
The four recounts share the general generic features of the classic recount. They follow 
the schema Orientation " Record. Excerpt 21 is the second recount in Voices in the Park, 
selected here to demonstrate the general features of recount found in this story (see 
Appendix 4.2 for details of generic staging in the selected stories). 
Excerpt 22: Story text: Voices in the Park (second voice) 
Orientation 
I needed to get out of the house, so me and Smudge took the dog to the park. 
Record 
He loves it there. 
I wish I had half the energy he's got. 
I settled on a bench and looked through the paper for a job. 
I know it's a waste of time really, but you've got to have a bit of hope, haven 't you? 
Then it was time to go. 
Smudge cheered me up. 
She chatted happily to me all the way home. 
The Orientation stage introduces the participants of the story: 'me' , 'Smudge' and ' the 
dog'. The change of participant to 'He' and the deixis 'there' indicated the transition to 
the new stage Record. The recount is told from a single point of view, using one person's 
('I') perspective only. This is shown in the predominant use of first person ' l ' in the 
theme position. The experience and responses (including thoughts and emotions) are 
filtered through the specific person's ('!') eyes. The other character's thoughts and 
feelings are not directly expressed; instead these are expressed through the narrator's 
interpretation. 
In terms of appraisal the Orientation stage records 'my' mood before going to the park as 
in 'l needed to get out of the house'. Though no affect is inscribed, there is a sense of 
frustration conveyed. It is negative affect that is invoked here in the opening stage of the 
story. The Record stage records 'my' activities and prosodically presents 'my' response 
to the experience. Mental processes 'wish', 'know' and ' look through' demonstrate 'my' 
thoughts and feelings while in the park. The second voice 'I' is constructed as a frustrated 
jobless person trying his best to keep up the spirit. In the park, the only interaction he has 
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is with the other character, his daughter Smudge. In relation to 'the second voice', 
Smudge's role is demonstrated in 'cheered me up' and 'chatted happily with me'. 
The other three recounts share the same generic features with the example above. 
However, the four recounts differ in that the first person narrator 'I' in each recount 
interacts with different people in the park, and their attitudes and responses to and 
evaluation of the same experience also differ. 
The first recount is from the First Voice 'I', recording my experience in the park. The 
Orientation establishes the context and the participants. 'It was time to take ... for a walk' 
shows this is a planned routine from 'my' perspective, and it is recounted relatively 
dispassionately. The record stage begins with a circumstantial change in 'when we 
arrived at the park', which is followed by two events in succession. The first event is 
about the dog Victoria's introduction to another dog. Appraisals in recounting this event 
concentrate on the negative appreciation of the other dog as 'scruffy mongrel' and the 
dogs' interaction is interpreted as 'bothering her' and 'the horrible thing chased her all 
over the park'. 'My' involvement in this particular event is that I 'shooed it off'. The 
second event is featured by 'my' negative affect 'frightful' in response to 'Charles had 
disappeared'. 'I' also appraises the child Charles is talking to as 'rough-looking' . The 
recount ends with an uncomfortable ambience as in 'we walked home in silence'. Seen 
through the analysis, appraisals in the recount of the First Voice are limited to negatively 
appreciating the other dog (scruffy, bothering and horrible) and the child (rough-looking) 
in the park, and suggestions that the circumstances in the park trigger insecurity 
(frightful). These resources suggest that for the First Voice, the walk in the park is an 
unpleasant experience. 
The second recount is told from the perspective of the Second Voice. As argued earlier, 
this recount is limited to recording 'my' feelings before and after the event. Apart from 
providing context and participants, the Orientation also suggests 'my' frustrated 
emotional state as in 'I needed to get out of the house' . The recount ends in a change of 
my attitude as in 'Smudge cheered me up'. It is important to note that this character's 
activity in the park is restricted to sitting on the bench reading the paper and searching for 
a job. Apart from this, there are no other events recorded in the second recount. In 
general, these resources suggest that for the Second voice, the walk in the park is not an 
exciting experience but an opportunity to relax and change the mood a bit. 
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It is worth pointing out the different linguistic choices made in the Orientation stages in 
the recounts of the First Voice and the Second Voice. And, it is revealed here how these 
choices made constructs characters differently. The language used in representing the 
Second Voice is informal and colloquial. For instance, the linguistic choices made in 
using the phrase 'get out of and simple and colloquial grammatical structure 'he's got' 
and 'you've got to'. In comparison to the informal language used in the Second Voice, the 
language choices made in representing the First Voice is excessively formal. Firstly, to 
name or call a dog Victoria (three syllables in calling) is unusually formal as oppose to 
usual Vic or Vicky. Secondly, to talk about the breed of the dog-pedigree Labrador in 
such context is redundant and hence can be interpreted as boasting one's prestige material 
status. Finally, to put the dog's name before the child signals that the dog owner is more 
concerned about material status than human relationship or interactions. The orientation 
of the recount of the First Voice reveals a lot about the character in terms of her value, 
belief, worldview and perception of people and circumstances around her. 
The third recount is told from the perspective of the Third voice. The Orientation stage in 
the third recount indicates the mother and son relationship. 'Mummy said that it was time 
for our walk' indicates firstly the mother-son relationship and secondly that the walk was 
a planned routine as suggested in the Orientation of the recount of the First voice. Similar 
to the recount in the First voice, the Record stage also documents two events. It records 
'our' dog Victoria's interaction with the other dog when 'we' first arrive in the park. 
Appraisals in this record concentrate on positively appreciating the other dog as 'friendly ' 
and the interactions between the two dogs as 'Victoria was having a great time ' and 'the 
two dogs raced round like old friends'. These appraisals are followed by 'my' interaction 
with the girl Smudge. The Record ends with my reluctance to leave the park. 
It is important to note that in reaction to the same experience, event and person, different 
attitudes are assigned to different voices. A good example in Voice in the Park is the 
mother's negative appreciation of the experience and the son's enjoyment of the 
experience of the park and his reluctance to leave. In reaction to the interaction between 
two dogs (Victoria and Albert), the mother negatively appreciates the other dog and sees 
their interaction as 'the horrible thing chased her all over the park', whereas from the 
perspective of the son, the dog is positively appreciated as 'friendly' and their interaction 
seen as 'the two dogs raced round like old friends ' . The perspectives taken and the 
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appraisals suggest that the point of putting four recounts together, told from four 
perspectives, is to suggest the significance of 'point of view'. Towards same event, 
people have different perspectives due to their social, economic, gender and ethnicity 
backgrounds. 
Plotted with competing points of view in recount style, Voices in the Park details the 
attitudes and reactions of its characters from four perspectives. Facts and attitudes are 
recorded but immediately questioned by the subsequent voice. The theme of the picture 
book (as a text) is to bring potential young readers to the consciousness that there are 
different perspectives on looking at/construing one object, incident and experience. In this 
story, the vantage point provided is omniscient, in which the whole story is separated into 
four voices and each of them tells his/her own feelings towards the same event, a walk in 
the park. A convincing example is the use of first person 'I' in introducing each recount. 
Following each of these perspectives, the reader (assuming that he/she is not a resistant 
one) will find that the same dog can be 'horrible' and 'friendly' at the same time. The 
same little girl can be both 'rough-looking' and 'nice'. Indeed, the message ofthe story is 
projected less through the attitudes construed and more through the structure of the story. 
4.3.5 Narrative revisited: towards deconstruction 
Revisiting again Christian Metz's proposal regarding the process of genre, we see in 
general that a genre passes through four stages: experimental, classic, parody and 
deconstruction. In the story corpus, we have seen, for example, the experimental and 
classic stage of the sub-genre Intra-focal (developmental) narrative in the stories Silly 
Billy, Gorilla and Piggybook. The story Willy the Wimp parodies this genre and its theme. 
In this section, it is argued that the story Into the Forest revisits the classic story genre 
Extra-focal narrative (an example was presented above in a discussion of Willy the 
Wizard) in its basic story structure. However, Into the Forest ultimately deconstructs this 
particular genre and frustrates the reader's expectation of this genre. It is also argued here 
that the deconstruction is realised through the incorporation of intertextuality in 
projecting themes and the cultural significance of the story. Section 4.3.5.1 discusses the 
story structure of Into the Forest, and its theme and cultural implications will be 
illustrated in Section 4.3.5.2. 
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4.3.5.1 Structure: Extra-focal narrative revisited 
The basic structure of the story Into the Forest follows the canonical pattern of the sub-
genre situational narrative (see Appendix 4.2): (Orientation) /\Complication 1\ Resolution. 
In situational narrative, the Orientation functions as setting the scene, providing 
background information and introducing the characters involved. For example, in the 
situational narrative Willy the Wizard discussed earlier, the Orientation stage introduces 
the main character Willy and his strong emotional engagement with the sport football. 
However, in Into the Forest, the Orientation stage is omitted. 
Rather than having an Orientation stage, the story starts with the Complication (see 
Excerpt 22). The marked Theme (temporal circumstance) 'one night' signals the 
recording of a specific event at a specific time. This event is appraised by the negative 
affect 'terrible ' followed by an immediate solution 'the next morning all was quiet'. 
Excerpt 23: The story text (Into the Forest: Complication) 
One night I was woken up by a terrible sound. 
The next morning all was quiet. 
Dad wasn't there. 
I asked Mum when he was coming back but she didn 't seem to know. 
I missed Dad. 
The next day Mum asked me to take a cake to Grandma, who was p oorly. 
I love Grandma. 
She always tells me such fantastic stories. 
There are two ways to get to Grandma 's house: the long way round, which takes ages, or the 
short way through the forest. 
"Don't go into the forest, "said Mum. "Go the long way round. " 
But that dav. for the first time, I chose the quick way. 
I wanted to be home in case Dad came back. 
In Into the Forest, the Complication stage serves two functions. Firstly, it provides 
context and motivation for the protagonist (hero) being called to action for the journey 
into the forest. Secondly, it compounds the irresistible force that impels the protagonist 
(hero) to accept the call. 
The first function is realised through the use of marked Theme (temporal circumstances) 
in the Complication in creating daily cycles. These daily cycles are interwoven with the 
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emotional response of the protagonist (hero) to the circumstances. A daily cycle serves to 
create 'usuality' for a particular period of time. Furthermore, this stage introduces two 
tasks that need to be undertaken during the unfolding of the story: ' take a cake to 
Grandma' and to search for Dad since ' Dad is missing ' . 
Table 4.13: Marked Theme and attitudes in Complication (Into the Forest) 
Stage 
Complication 
(marked) Theme 
One night 
The next morning 
The next day 
But that dax_ 
Attitude/s 
terrible 
missed (dad) 
love (grandma) 
wanted 
The second function is realised through the description of the protagonist's reaction, 
response and evaluation of the circumstance. The Complication starts with the insecurity 
of the protagonist as in 'I was woken up by a terrible sound ' . It then introduces his desire 
to see Dad as in missed and wanted. The hero's 'love' for grandma motivates him to 
accept the call to undertake the journey. However, it is the combination of his insecurity 
due to Dad's having gone missing and his desire to see Dad which compounds the 
irresistible force for the hero to choose the undesirable/forbidden route: the forest (as in 
the projection of Mum's warning). Linguistically, the irresistible force is realised by the 
combination of the resources of insecurity and desire. The hero's insecurity is realised as 
'terrible' and desire as 'I missed dad ' and 'I wanted to be home in case Dad came back'. 
The Resolution stage starts with the marked Theme 'after a short while', signalling the 
transition. The marked Theme also signals the beginning of the journey into the forest, 
and circumstantial distance from the familiar environment 'home' and the protection of 
the character Mum. The entire Resolution stage is a journey into the forest and the 
carrying out of the two tasks 'bring the cake to Grandma' and to find Dad, and is 
comprised of five parts. 
The first three parts follow the schema Test 1\ Reaction (for details of the genenc 
structure, see Appendix 4.2). Test 1\ Reaction illustrates different characters that the 
narrator 'I' encounters in the journey into the forest and their demands for the cake. They 
serve as a temptation for the protagonist to become diverted instead of focusing on the 
tasks of the journey. Therefore, in the archetypal (in the Jungian sense) heroic journey 
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these encounters are tests of the determination and self-discipline of the protagonist. 
These tests are immediately followed by the reaction, mostly rejection, of the protagonist. 
In terms of the structure of these three parts, the marked Theme (underlined in Excerpt 
24) 'after a short while', 'as I went further into the forest' and 'as I walked on', on the 
one hand, signals the transition to the next part of the journey and therefore the next 
encounter of 'mine' in the forest. On the other hand, these marked Themes measure and 
indicate the distance ('deeper into the forest' ) and temporal circumstance of the journey. 
Excerpt 24: The story text (Test" Reaction in Into the Forest) 
After a short while 1 saw a boy. 
As 1 went further into the forest 1 met a girl with golden hair. 
The forest was becoming darker and colder, and 1 saw two other children huddling by afire. 
As I walked on I could hear the dreadfUl sound of the girl crying, but what could 1 do? 
Succeeding the three repeated part of Test 1\ Reaction, the fourth part features the 
protagonist's internal struggle in the journey. Excerpt 25 is selected from the Resolution 
stage. Compared to the first three parts, this part of the story creates an intimate portrait 
of the intensity of the protagonist's inner feelings. 
Excerpt 25: The story text (internal struggle in Into the Forest) 
l was getting very cold and wished that I 'd brought a coat. 
Suddenlv 1 saw one. 
It was nice and warm, but as soon as I put it on I began to feel scared. 
[felt that something was following me. 
l remembered a story that Grandma used to tell me about a bad wolf 
l started to run, but 1 couldn't find the path. 
Lran and ran, deeper into the forest, but I was lost. 
Where was Grandma's house? 
1 was terrified. I slowly crept in. 
This part of the story illustrates the confrontation of the protagonist with himself. In this 
confrontation, the hero is unsure whether he can leave the forest or not. It is atypical in 
this part of the story to see an internal struggle as well as emotional turbulence of the 
character. As seen in Excerpt 25, this is realised by the inscribed insecurity. For instance, 
cold draws on the physiological senses of the protagonist. The instances scared and 
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terrified inscribe the insecurity of the protagonist. The behavioural surge realised in 
'started to run', 'ran' and ran' further elaborates this insecurity. It is the uncertainty of the 
situation and 'lost' play an important role in the story development. The internal struggle 
of the protagonist is brought to its end with the reunion of the protagonist with his/her 
family members, grandmother, father and mother. The success in bringing the cake to 
Grandma, the finding of Dad, and the reunion with the character Mum bring the narrative 
to closure. 
Seen in the Resolution stage, it is salient that there are other supporting characters that the 
narrator 'I' encounters in the journey into the forest: a boy who wants to exchange 'my' 
cake with his cow; a girl with golden hair who wants 'my' cake; and two other children 
huddling by a fire whose parents are nowhere to be found. In the internal struggle, it is 
clear that 'my' emotion is stirred up by 'a story that Grandma used to tell me about a bad 
wolf. Who are these characters? What is the story that 'I' remember? What is the 
function of having these characters and stories within the story of 'my' journey into the 
forest? The following section attempts to answer these questions through examining the 
concept of intertextuality and its relationship with the theme of the story and the cultural 
values underpinning it. 
4.3.5.2 Theme: characters and intertextuality 
In terms of its story structure, Into the Forest follows that of the traditional situational 
narrative. In this narrative, the story disassembles and blends the following well-known 
fairy tales in the Anglo-Western tradition. 
Table 4.14: Fairy tales in Into the Forest 
Story parts in Into the Forest 
Test 1\ Reaction 
Test 1\ Reaction 
Test 1\ Reaction 
Internal stru~le 
Fairy tales 
Jack and the Beans talk 
Goldilocks and the Three Bears 
Hansel and Gretel 
Little Red Ridin& Hood 
In the current discussion, the deconstruction of other stories in creating a new story we 
see here can be interpreted through the notion of intertextuality. Intertextuality is 
originally a French tenn, intertextualite, introduced by K.risteva (1980): 
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The concept (of intertextuality), ... involve(s) the components of a textual system such as the novel, 
for instance. It is defmed in La Revolution du langage poetique as the transposition of one or more 
systems of signs into another, accompanied by a new articulation of the enunciation and denotative 
position. Any SIGNIFYING PRACTICE (q.v.) is a field (in the sense of space traversed by lines of 
force) in which various signifying systems undergo such a transposition. 
Kristeva (1980:15; italics and small caps in original) 
Ever since its introduction, it has met with success and popularity. Subsequently, it has 
been used in various fields and contexts of discussion, involving different interpretations 
(i.e., the ways in which written and visual text interrelated; a text as a collection of 
personal experiences). Sipe (200074-75) provides a conceptual review of the term 
intertextuality and how it is taken up differently by various scholars. To avoid 
misunderstanding or misinterpretation, the current discussion follows Sipe's definition 
and interpretation, and sees intertextuality as 'connections (made) to other books, 
television programs, videos, movies, and other cultural products' (Sipe 2000: 75). 
To understand why the characters from these fairy tales have been selected in creating a 
new text, i.e., Into the Forest, I would like to firstly point out the similarities shared by 
these characters. As Klapproth (2004) succinctly points out, the 'conventional fairy tale 
characters are the beautiful princess, the noble prince, but also sons or daughters of poor 
and simple families, animals that talk, and so on' (Klapproth 2004:356). To those who are 
familiar with the Anglo-Western tradition of fairy tales, it is not too difficult to find out 
that the protagonists in the four fairy tales blended in Into the Forest are all adolescents 
(sons and/or daughters) from poor and simple families instead of beautiful princesses and 
noble princes from fairy tales such as Beauty and the Beast, Snow White, Sleeping Beauty 
and The Frog Prince. In this sense, these characters share 'my' (the narrator's and 
protagonist's in Into the Forest) social, cultural and family background. 
Jack and the Beanstalk is centred around a young male protagonist, Jack, who sets out on 
a series of adventures (starting with having to sell the only cow the family possesses) in 
which he outwits and overcomes a powerful opponent, the giant. As a result of his 
bravery, he is rewarded with wealth and comfort. As Klapproth (2004) demonstrates, 
Jack and the Beanstalk is not a single case in the Anglo-Western tradition of storytelling, 
but there are other stories that could be included in this category, for instance, Tom 
Thumb, Puss in Boots, How Six Men Got on in the World, The Valiant Little Tailor or The 
Tale of a Youth Who Went Forth to Learn What Fear Was. These stories become the 
cultural archetypes in which the protagonist adventures on journeys, encounters dangers 
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and difficulties but also outwits and overcomes powerful opponents, such as giants, 
dragons (evil in the Western tradition but auspicious in the East), ogres, etc., and finally 
returns to stability and is rewarded for his/her bravery. 
Goldilocks and the Three Beari5 tells the story of a little girl named Goldilocks who 
goes for a walk in the forest on her own. She comes across a house, walks in, tastes bowls 
of porridge and falls asleep in the smallest bed in the house. When she wakes up, she 
finds three bears and she rushes out of the house in fear. 
Hansel and Gretel tells the story of siblings who are abandoned by their parents in a dark 
wood. The young protagonists succeed in overcoming the problems and danger they are 
facing (e.g., fighting against a witch who attempts to eat them). They are finally rewarded 
for having lived through hardship by attaining the fulfilment of their desires, gaining 
material wealth, the death of the evil stepmother and reunion with the father. 
Compared to the parental abandonment in Hansel and Gretel, the parental neglect and 
indifference towards their offspring is relatively mild in the story of Little Red Riding 
Hood. In this story, the girl's mother endangers her young daughter by sending her on a 
journey to her grandmother's on her own (although the mother did warn her not to go into 
the forest and not to speak to strangers). This results in Little Red Riding Hood doing the 
opposite, i.e. , she does venture into the forest, speaks to a wolf and nearly gets eaten. 
Striking correspondences of these fairytales are that, firstly, the young protagonists 
venture on a journey (in particular, the wood) without adult guardians. Secondly, they all 
encounter powerful opponents on their journey. These are either scary animals such as 
bears and wolves, or powerful and wicked giants and witches. Finally, they have to solve 
their problems, for example, outwit giant, witch or wolf without the support of their 
parents (or older generations). In sum, these similarities, on the one hand, are aligned 
with the basic story structure of Into the Forest, and on the other hand, they import 
intertext for potential interpretations. That is, Into the Forest takes the seemingly 
insignificant parts of these well-known children's stories, to an extend that it is enough to 
know what stories he has been drawing on, but also discarded the original structure and 
the significance/theme of these stories. For instances, from the story Jack and the 
Beanstalk, the elements drawn out are the participants the boy, the cow and the action of 
25 The original name of the story is 'The story of the three bears' . 
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selling the cow. What has been discarded is the significance of the story as Jack fights the 
giant and brings home material rewards of his journey. Similarly, Into the Forest tease 
out the seemingly insignificant but symbolic parts of the story Goldilocks and three bears 
-the golden hair of the protagonist and the red coat in The Red Riding Hood. These 
elements act as hints to chase back to the original story, yet they function as new 
components for the new story. 
Intertextuality not only works 'forwards', making connections with archetypes in 
children's stories, it also works 'backwards'. A large part of Into the Forest is to represent 
the exploration of anxiety. This exploration is not a single phenomenon in picture books 
targeting children. Susan Hill and Angela Barrett's Beware, Beware (1993) explores the 
issue of anxiety in relation to the issues of folktale and imagination. Beware, Beware 
represents an imaginary journey into the woods of a little girl who lives in comfort and 
has been warned to beware of 'what's out there?'. The issue of anxiety is highlighted 
during her journey alone in the woods. This is brought to equilibrium while she again 
embraces her mother. Hence, Into the Forest connects to two kind of anxiety represented 
in children's stories: the anxiety of the journey deep into the wood and the fear of being 
abandoned by his parents, as vividly illustrated in the stories he had heard about forsaken 
offspring and the difficulties they had to go through. 
To understand and appreciate the meaning projected in Into the Forest, one has to be 
familiar with these texts. The decoding of the emotions involved is strongly associated 
with the forsaken and abandoned children in the stories told in the Anglo-Western 
tradition. As Chandler writes: 
No one today- even for the first time- can read a famous novel or poem, look at a famous painting, 
drawing or sculpture, listen to a famous piece of music or watch a famous play or film without being 
conscious of the contexts in which the text had been reproduced, drawn upon, alluded to, parodied 
and so on. Such contexts constitute a primary frame which the reader cannot avoid drawing upon in 
interpreting the text. 
Chandler (2002:201) 
For the purpose of this thesis, I have provided one way of interpreting and close reading 
of Browne's picture book from a social semiotic perspective. I have also defined 
intertextuality as the connections made to other works in children's stories. I am not 
discussing connections that children would make in actually reading these texts with their 
own personal lives. However, I am aware this approach (see Short 1992 and Rowe 1998) 
has its significance in understanding how children interact with picture books. I am not 
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discussing what kind of intextual connection children make while reading picture books 
either (for example Sipe 2000). These are significant points for the investigation of 
children's literacy development with the aid of picture books and would serve as 
interesting points of departure for the future application of this thesis. For the current 
research, I focus on the application of semiotic theories in the investigation of choices 
made in picture books to create kinds of meanings. 
In sum, the story Into the Forest dissembles and blends the archetypal heroic journey with 
fairy tales in its structure and characters, and as a result a new text is created. An analogy 
would be making milk shake, for which various fruits are comprised and blended 
together, creating a drink in which we can still taste the flavour of fruits involved. The 
pleasure lies in the new flavour created as well as being able to tell the flavour of each 
ingredient involved. 
4.4 Conclusion 
This chapter started with the exploration of three aspects of storytelling: character, 
structure and theme. In this concluding section, I will briefly summarise the findings of 
this chapter. 
In Browne's repertoire of storytelling, mainly two strategies can be found in construing 
characters. These are attribution and exemplification. Through these strategies, it is seen 
that the image of a worrier is created in Silly Billy, a wimp in Willy the Wimp and other 
picture books in the Willy series. In construing a relationship between characters, 
strategies such as separating characters in different semiotic domains and drawing 
boundaries between characters are used. As a result, dysfunctional relationships between 
characters are created in stories such as Gorilla and Piggybook. The discussion above 
showed that instances of appraisal dispersed throughout the text are pivotal elements in 
construing characters and relationships between/among characters. 
In terms of story structure, it is argued in this chapter that similar to the proposal of 
Christian Metz that a film genre passes through four stages - experimental, classic, 
parody and deconstruction - the generic structure of the stories in the story corpus also 
passes through to this developmental phase. Table 4.15 provides an overview of the 
generic structure and staging in the ten stories in the story corpus. 
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Table 4.15: Overview of generic structure and staging in story corpus 
Genre Stages Story 
Extra-focal narrative Orientation Com~lication Resolution Willy the Wizard 
Intra-focal 
(Developmental) Condition Crisis Transformation Silly Billy 
narrative Willy the Wimp 
{ intra~ersonaQ 
Intra-focal 
(Developmental) Condition Crisis Transformation Gorilla 
narrative Piggy book 
{interpersonal} 
Exemplum Orientation Incident Interpretation Willy the Champ {social} Willr_ and Hugh 
Voices in the Park 
Recount Orientation Record (X4) 
Zoo 
Extra-focal narrative I Complication Resolution Into the Forest ~ deconstructedl 
As argued throughout this chapter, the ten stories are told in an Anglo-Western tradition. 
They fall into the three genres narrative, recount and exemplum in the story family. 
Regarding the genre narrative, it is proposed that it contains two sub-genres Extra-focal 
narrative and Intra-focal narrative. Extra-focal narrative is a traditional narrative which 
centres on the action taken by the protagonists in solving external problems in the process 
of achieving a certain goal. Willy the Wizard is a good example of this particular sub-
genre. A new sub-genre proposed in the current study is called Intra-focal narrative, 
which is also named developmental narrative. In contrast to the focus on conquering 
external demons in the Extra-focal narrative, the Intra-focal narrative concentrates on 
bringing solutions to dealing with internal, emotional and psychological problems, for 
instance, insecurity. If the Extra-focal narrative is about fighting the demons in the 
external world, the Intra-focal narrative turns inside and fights the dragon inside the 
human heart and mind. Two sub-types of this genre can be found in Browne's work. The 
stories Silly Billy and Willy the Wimp fall into the category of Intrapersonal 
developmental narrative, which deals with internal insecurity in the process of personal 
development. The stories Gorilla and Piggybook fall into the category of Interpersonal 
developmental narrative, in which dysfunctional relationships are dealt with. Produced in 
the later stage of Browne' career as a picture book artist, Into the Forest incorporates 
well-known fairy tales in the Anglo-Western tradition and deconstructs the narrative 
genre as a whole. This deconstruction can also be found in the telling of the story in 
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Voices in the Park, where four classic recounts are put in parallel in one text, highlighting 
the significance of perspectives and polyphony. 
Finally, it is argued in this chapter that the theme of the story is often projected through 
the linguistic choices and their organisation as well as the story structure. It is also 
important to point out that cultural values and ideology underpin these stories. In Intra-
focal narrative, the fact that an individual has to learn to achieve self-sufficiency but that 
this can not be achieved without struggle is highly valued. It is significant that one should 
learn to deal with one's own negative emotions, in particular insecurity, in the process of 
personal development. With this self-sufficiency, one can be strong enough to resist or 
change communal and social judgments thrown upon one. Not surprisingly, the 
protagonists in Extra-focal narratives are secure and self-confident, though they are often 
vulnerable (physically) young children. However vulnerable they may be, they are neither 
worriers nor wimps (as in Silly Billy and Willy the Wimp). It is through defeating the 
internal dragon and gaining inner strength that the protagonists are able to venture on 
journeys which are full of danger but often result in rewards (as deconstructed in Into the 
Forest). lt is further argued in this chapter that the celebration of individualistic is the 
centre ofBrown' s intra-focal developmental narrative. 
In sum, through examining the characters and structure of the corpus stories, we gain 
insight into the underpinning cultural values and ideology. Informed by the 
methodological design of the entire project, this chapter focuses on the projection of 
theme in verbiage only. Throughout the analysis, I have pointed out that without image 
and without the co-articulation between image and verbiage, there are certain meanings 
that can not be made. In the next chapter, I will examine the ten corpus stories together 
with the images, and see how theme is projected through the co-articulation of image and 
verbiage. 
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Chapter 5 
Intersemiosis: constructing evaluative space 
5.1 Introduction 
A story-page in Browne's picture book, such as the one shown in Plate 5.1, relies on the 
interplay between image and verbiage in construing meanings. The complexity of his 
texts results from the interdependence of semiotic choices made in the visual and the 
verbal. What is the effect of these choices? What is the meaning of the interplay of these 
choices in the text? These questions are the concern of this chapter. 
"Ob, I'm s<> IOrr)," laid llugh. 
\\'illywus amucd , " Rut I'm SOIT}," he t:1iJ, 
... wam't w:nt:.hma whc~ J \\'8\ g01ng. • 
·~o. It we• my fault," laid liugh. "I wasn't 
lo>t•lung "here 1 wu going, I 'm sorry " 
llugh h•lroJ Willi In hi' f .. t . 
Plate 5.1: Story-page (Willy and Hugh) 
Looking at the image in Plate 5.1 , one finds two characters in a somewhat odd 
interaction. These two characters are depicted at an extremely intimate personal distance, 
but their faces seem to be filled with negativity, if not confrontation. Moving on to the 
verbiage, one finds a dialogue between the two depicted characters. In the dialogue, they 
seem to be quite friendly towards each other. This raises the question of what kind of 
effect the text has achieved with such contradictory messages conveyed by the image and 
the verbiage. The complexity of such picture book texts has gained increasing attention in 
the critical literature on children 's reading as discussed in Chapter I (see, e.g. , Lewis 
2001 , Stephens 2008). In this chapter I offer an approach to reading and analysing 
intermodal relations in such material. 
The aim of this chapter is to demonstrate the construal of evaluative space through the 
visual-verbal intersemiotic interplay in Anthony Browne's picture books. In the 
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examination of the face corpus in Chapter 3, I provided a systematic description of the 
construction of illustrated faces and the realisation of facial affect (the system of VISUAL 
AFFECT), which will facilitate the discussion of intersemiotic interaction in the current 
chapter. In the investigation of the story corpus in Chapter 4, I discussed two aspects of 
meaning relating to the verbal stories: Firstly, the inscription of verbal affect, and, 
secondly, the generic staging of stories, identifying here a new genre of 'intra-focal 
developmental narrative'. Based on the findings and discussions provided in these two 
chapters, I now demonstrate the creation of evaluative space through the interaction of 
VISUAL AFFECT and VERBAL AFFECT alongside choices made in other interpersonal visual 
systems such as VISUAL FOCALISATION and AMBIENCE (see Chapter 2). 
In the current research I follow and apply Painter & Martin's (in press) proposal for 
examining multimodal texts. They argue that a picture book instantiates meanings from 
two semiotic systems and that similarity or difference in the meanings committed by each 
can be examined across complementary meaning systems, such as VISUAL AFFECT and 
VERBAL AFFECT. In respect of each such semantic domain, the text may create meaning 
through intersemiotic convergence or divergence, as defined in Chapter 2. The strength of 
such an approach is that it allows the examination of image-verbiage relations within 
different metafunctions and systems, instead of presupposing a single relation for any 
page found in a picture book. Because of this study's concern with evaluative meaning, 
this chapter attends mainly to the interpersonal metafunction and the instantiation of 
AFFECT in Browne's picture book narratives. 
The current chapter is organised as follows: 
Section 5 .2, where the intersemiotic interaction between visual and verbal in introducing 
characters will be investigated. The main focus here is on the interaction between 
VISUAL AFFECT and VERBAL AFFECT on an individual story-page. Following Painter 
& Martin's (in press) model of intermodal complementarity (see Chapter 2), this section 
discusses two types of relationship: intersemiotic convergence and intersemiotic 
divergence. Story pages are selected from Browne's picture books to exemplify these 
relationships and show their effects. 
Section 5.3, where the way intersemiotic convergence and divergence relate to genre 
stages in creating evaluative space will be discussed. In this section, a discussion of 
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logogenesis in Browne's Willy the Champ will be provided to show the effects of 
dynamic choices made in intersemiotic interactions in the unfolding of a text. 
Section 5.4, where a logogenetic study of the creation of evaluative space through 
intersemiotic interplay in Browne's Gorilla is presented. This case study will extend the 
analysis by showing how the interaction of VISUAL AFFECT and VERBAL AFFECT 
interplays with other interpersonal visual systems in the logogenetic construal of 
evaluative space in this award-winning text. The additional systems to be included are 
those of VISUAL INTERACTION (Kress & van Leeuwen 2006), VISUAL FOCALISA TION 
(Painter 2007) and AMBIENCE (Painter 2008). 
5.2 Intersemiosis: convergence and divergence 
This section considers the visual-verbal interplay in representing a character when that 
character is first introduced in the picture book. The main protagonist of a picture book 
narrative is usually introduced visually and verbally on the first story-page. How the 
visual and the verbal interact in representing the main protagonist on the first story-page 
will be demonstrated in Sections 5.2.1 and 5.2.2. The second main character can be 
introduced later as the story develops. Section 5.2.3 demonstrates how the second main 
character Hugh in Willy and Hugh is visually and verbally represented while be is first 
introduced. Section 5.2.4 considers the visual-verbal interaction in introducing the 
character Mrs Piggott in Piggybook. 
Though this research has a strong focus on the interpersonal metafunction, the ideational 
metafunction also needs to be discussed since the ideational representation of characters 
is an important way of carrying evaluative meanings. In the image, the appearance of the 
character is likely to include a number of attributes, such as face, hair colour, clothing, 
size and height. Here, I focus on face only. The verbal representation of a character 
includes naming and attribution of roles and characteristics. Here l consider these verbal 
representations as character identification and attribution (see Table 5.1). 
With respect to the interpersonal metafunction, the discussion of the image-verbiage 
relation focuses on the VISUAL AFFECT- VERBAL AFFECT interaction (see Table 5.1). 
That is, what kind of facial affect is committed in the image? Is it negative? Or is it 
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positive? Or is it neutral affect that is committed in the image? And how does VISUAL 
AFFECT interact with VERBAL AFFECT? 
Table 5.1: Complementary semantic systems 
Metafunction Meaning potential 
IMAGE I VERBIAGE 
Ideational I character appearance 
Interpersonal I facial affect 
character identification and 
attribution 
affect 
5.2.1 Ideational convergence: character representation 
This section considers intersemiotic ideational convergence and its functions in meaning 
making in an individual story-page: the first story-page (cf. Chapter 1) in selected picture 
books by Browne. The opening story-page is important in setting up the point of 
departure for the entire story, and therefore it is worth close examination. As Toolan 
(2007) points out in relation to verbal stories: 
It is nearly always rewarding to look carefully at the language of a story's opening- texture and 
expectations are created there that, in a sense, persist and prevail through the remainder of the 
narrative. 
Toolan (2007:232) 
It is a common phenomenon in Browne's picture books that the image and the verbiage 
converge in representing the main protagonist while he/she is introduced for the first time 
in the story. Often, this occurs on the first story-page of the picture book. This inter-
semiotic convergence provides the point of departure of the story. 
For instance, the first story-pages of Browne's picture books Silly Billy, Willy and Hugh, 
Gorilla, Piggybook and Zoo are set up with the first image of the character(s) placed at 
the top and the verbiage at the bottom. In the image the character is visually represented 
and in the verbiage the name and sometimes the social role of the represented character 
are assigned (see Table 5.2). 
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Table 5.2: Ideational convergence: visual-verbal character representation 
Image 
The visual representation of faces functions as the visualisation of the character. 
Simultaneously the verbiage functions as the identification (assigning name or social role) 
of the character represented. Through those examples, it can be seen that the two modes 
are committing the same kinds of meaning - the image and the verbiage converge 
ideationally in constructing the identity of a story character. This established identity not 
only sets up the point of departure of the story, but also helps and leads the young readers 
to distinguish one character (and roles he/she plays in the story) from another. 
5.2.2 Interpersonal convergence: character affect 
This section considers the convergence of the image and the verbiage in relation to the 
interpersonal metafunction on initial story-pages where the main protagonist of the story 
is first introduced. This convergence contributes to the construal of a character's 
personality. In the investigations of Browne's picture books, it is found that the 
illustration of characters' faces generally inscribes affect. Simultaneously the verbiage 
specifies the facial affect through verbal inscription. In this way, the visual and the verbal 
commit the same kinds of evaluative meanings. They converge in creating affect. Often 
this intersemiotic convergence occurs on the first story-page, constructing the personality 
or characteristic of the story character. Two examples selected from Browne's work are 
discussed below to further illuminate this phenomenon. 
The first example is the first story-page of the picture book Willy and Hugh (see Plate 
5.2). In this illustration, the face of the character is illustrated in Minimalist to Generic 
register. Together with the clothing, this scale of representation indicates that this is an 
anthropomorphic character. The face of the character is illustrated with eyes directed 
downward, eyelids dropping down (nearly half-closed), brows drawn together with inner 
comers raised and outer comers lowered. In addition to the dropping 'down' of most of 
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the facial features, the mouth is also illustrated as down-curved. The entire face is 
illustrated with its features 'drawn' together. It is thus a negative facial affect that is 
inscribed here, though it is not specified what exactly the affect is. Willy could be sad, 
distressed, depressed, etc. The verbiage 'Willy was lonely ' explicitly specifies the 
particular negative affect committed in the image. In this case, the convergence of 
meaning in the image and the verbiage amplifies negative affect, creating intermodally a 
character who is a sad loner. 
Wtlly wa~ lonely. 
Plate 5.2: Story-page 1 (Willy and Hugh) 
A second example is the first story-page of the picture book Silly Billy (see Plate 5.3). In 
the image, the down-curved mouth inscribes negative facial affect. Similarly to the 
previous example, the use of ' worrier' in the verbiage inscribes negative affect of 
insecurity, amplifying and specifying the negative facial affect that is committed in the 
image. Again, the image and the verbiage converge in constructing the character, this 
time as a worrier. 
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Bi'ly used to be 
o b1t of a worrier 
Plate 5.3: Story-page 1 (Silly Billy) 
To sum up, these examples show the typical use of intersemiotic convergence m 
commitment of affect by Browne in constructing the main protagonist of a story while he 
is first introduced. In creating the personality of the character, facial affect (i.e., negative) 
is committed in the image and simultaneously a specific affect (i.e., wony) is inscribed in 
the verbiage. On the first story-page of Browne's books this kind of specification of affect 
is a typical role for the verbiage in an intersemiotic converging relationship. It pins down 
the essence of the character, whether he is a loner or a worrier. 
5.2.3 Divergence: creating tension in meaning 
This section considers the second type of intersemiotic interplay: divergence and how it 
functions in constructing a character when s/he first appears in the story. Divergence here 
includes occasions when one semiotic commits meaning and the other does not. It also 
refers to the phenomenon that the image and the verbiage simultaneously commit 
different kinds of meanings and even opposite or contradictory meanings. Imagining the 
two semiotic modes as two wheels or gears, in such divergence these two wheels or gears 
are moving in opposite direction (see Figure 5.1 ). The friction or tension that is created by 
the two oppositional forces can be seen as the new meaning that is created by this 
particular contradiction. 
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Figure 5.1: Image-verbiage intersemiotic interplay: divergent 
The example of interpersonal intersemiotic divergence to be discussed here is selected 
from Browne's picture book Willy and Hugh. In this book the main protagonist, Willy, a 
loner, is introduced on the first story-page (see the discussion in Section 5.2.2), but the 
second main character, Hugh, does not appear until the fourth story-page (shown in Plate 
5.4). 
One chy \\'illy ""' 
walking in the park minding hJs 0\\11 husinc:"U , anJ llul:hJ•J'C'"'ll'nmning .. lhcyrmt 
Plate 5.4: First appearance of 'Hugh' (Willy and Hugh, story-page 4) 
In the first appearance of Hugh in the story, the two modes converge ideationally in 
assigning him an identity. However, interpersonally the two modes diverge, with affect 
only committed in the visual. In particular, in the image depicting the two characters 
bumping into each other, Hugh is illustrated with bug eyes and round mouth indicating a 
sort of surprise (see Plate 5.4). Since there is no affect inscribed in the verbiage, it is not 
specified what exactly the emotion is. The interpersonal divergence here creates a tension 
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for the interpretation. It also creates suspense about the newly introduced character. Is he 
going to be friendly? Or is he going to be angry about the situation? This intersemiotic 
divergence is carried on in the next story-page (see Plate 5.5), which further elaborates 
the first 'meeting' between the two characters. 
On, I'm woorry," 1nuJ II ugh. 
\\'illy wa• amazed ~Rut I'm sorry," br 5Jlid, 
..-1 wnm'twah.:hmg whC'rc I was a:-um; ... 
~0,11 wu "I)' fault," •••J Hugh. "I wasn't 
h•okmg when: /,. .. , &Qing. I'm sorn· • 
I I ugh helped \\'ill\· t~> h" fcrt 
Plate 5.5: Story-page 5 (Willy and Hugh) 
On this story-page, the image and the verbiage are separated by the gutter, with the 
verbiage occupying the left-hand side of the gutter and the image the right-hand one. First 
of all, the image will be examined. This image contains a close-up illustration of the two 
characters Willy and Hugh where they first meet in the story. In the depiction of Hugh, 
the eyes are illustrated as wide-open, looking down, the mouth slightly open and exposing 
the teeth. The orientation of the mouth is down-curved. As argued above, this 
combination of facial feature orientation inscribes negative facial affect ( cf. Chapter 3). 
The facial affect of the character Willy is also constructed as negative with mouth slightly 
open and curving down. 
Intra-modally examining the depicted interaction between these two characters, it can be 
seen that they are illustrated at an intimate distance in combination with negative facial 
affect. Familiar to us from our everyday experience of human interactions, intimate 
interpersonal distance often combines with positive facial affect indicating friendliness. 
The depicted distance between Willy and Hugh is intimate to the degree that they are 
almost 'kissing' each other. This 'kissing' or 'head to head contact' intimating 
interpersonal distance is in general found between well-bonded friends and couples as 
observed in Morris (1977): 
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A Body-contact Tie-sign is displayed whenever the bond between two people expresses itself in the 
form of a physical touching of one by the other. When this happens, what we see is the attraction 
process of the bonding overcoming the natural inclination of each individual to defend his personal 
space. 
Morris ( 1977: 92) 
However, intra-modally the inscribed negative facial affect reverses the friendliness as 
construed in the depicted intimate interpersonal distance between the two characters. The 
combination of negative facial affect and intimate interpersonal distance construes the 
meaning of 'confrontation'. The different size of the two characters as well as the upper I 
lower body positions can also be interpreted as 'threatening' on the part of Hugh. 
Inter-modally, the interpersonal meaning 'confrontation' in the image is, however, 
reversed once the evaluative meaning in the verbiage is examined. In the verbiage 
ideationally it is predominantly verbal processes that are used. These represent the verbal 
exchange between the two characters as in 'said Hugh' and 'he said'. Interpersonally, in 
those verbal exchanges what the two characters 'said' is mainly apologetic 'sorry'. 
Instances of inscribed positive affect like 'amazed' and negative self-judgment as in 
' sorry' and 'my fault' provide an alternative explanation to the image. The attitude 
construed in the projected speech demonstrates the reaction of both characters to the 
incident of bumping into each other. In this case, the image and the verbiage diverge in 
construing evaluative meanings (see Table 5.3). 
Table 5.3: Intersemiotic convergence and divergence in Willy and Hugh 
Metafunction 
Ideational 
In te!.Q_ersonal 
Meaning potential 
IMAGE 
character 
appearance 
Willy 
Hugg 
facial affect 
Willy: negative 
Hugh: negative 
VERBIAGE 
character 
identification and 
attribution 
Willy 
Hugh 
attitude 
Positive: amazed 
quoted attitude: 
negative 
quoted attitude: 
ne.s_ative 
Intersemiotic 
strategy 
convergence 
convergence 
divergence 
convergence 
convergence 
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The intersemiotic divergence on this story-page puts either the evaluative meanings in the 
image or the verbiage at risk. In the image, it is construed that there is a 'confrontation' 
between the two characters. In the verbiage, this 'confrontation' is interpreted as an 
accidental 'bumping' into each other. The apologetic instances in the verbiage further 
construe 'friendliness' between the depicted characters. In this instance, the two modes 
diverge interpersonally. Rather than construing friendliness and apologeticness in both 
modalities, deliberate choices are made to commit contradictory meanings in the visual 
and the verbal, with 'confrontation' committed in the former and ' friendliness and 
apologeticness' in the latter. The intersemiotic divergence here creates evaluative effects. 
It creates intermodal playfulness, humour and drama. The image draws the reader's 
attention to the big and ugly character Hugh, setting up an expectation of confrontation, 
which is reversed in the verbal representation. In this way it challenges the stereotypical 
and ideological understanding of a character's personality in association with his/her 
physical appearance (i.e., being big and ugly are often associated with being aggressive 
and unpleasant). 
In sum, this section considers intersemiotic divergence and its function in constructing a 
character when he is first introduced in a story. It is shown that the inter-modal 
divergence can contribute to the creation of tension in the interpretation of text, putting 
either the evaluative meanings construed in the image or in the verbiage at risk. It can 
also contribute to the creation of reader's expectation and the reversal of evaluative 
meanings as construed mono-modally. The tension, expectation and counter-expectation 
together create the playfulness, humour and drama of the text. Hence, the intermodal 
convergence and divergence require that the image, text and image-text interaction be 
read, re-read, interpret and re-interpret as possible image-text relations as well as meaning 
potentials of the two semiotic systems are explored. The different layers of decoding is 
referred to as 'rely' in Barthes' (1977) framework of image-text relationship, which is 
often cited by picture book commentators. 
There are other examples in the selected Browne's corpus using the contradiction of 
meaning created in each semiotic system in building a tension of interpretation. The 
following story page depicts a scene in which Willy and Hugh sitting on the bench 
observing a group of joggers. 
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1 he)' sat Jnwn t,m • tx-nch 
anJ watchcJ the~. 
" l..oolL• ~~~ tbC)•'tt mU/\' 
cnto}"lng th~m~lvr:.s," 
uiJ llui;h. 
Wall\· htudl~J 
Plate 5.6: Story-page 6 (Willy and Hugh) 
In the quote of Hugh, the joggers are appraised as 'really enjoying themselves' . Clearly 
the positive affect enjoying is contradictory to the facial affect the joggers. The clenching 
teeth, down-curved mouth and the squeezed closed eyes signal negativity. Instead of 
'enjoying themselves', the joggers are clearly depicted as suffering from the great effort 
they make in the activity. The italic 'really' in the verbal text confirms this irony. 
Within the current corpus of picture books, intersemiotic divergence, in particular its use 
in creating contradictory meanings in two separate semiotic systems is a stylistic use 
peculiar to the artist. It is also genre related and functions as to create irony and satire. In 
Browne's corpus, it only occurs in story family that is post-modem oriented instead of 
traditional narratives. This stylistic choice made in story-telling and its relationship with 
genre is of interest to future studies, though clearly beyond the scope of the current 
research. 
5.2.4 Convergence and divergence in an individual story-page 
In Browne's works, the strategies of both intersemiotic convergence and divergence are 
often deployed on the same story-page, as we have seen with Willy and Hugh. It is worth 
exploring this strategy further in a more sophisticated story of Browne's, such as 
Piggybook. There we find that this combination of intersemiotic interplay can create 
evaluative space for the reader and invoke judgement. Here I will look at the introduction 
of the character Mrs Piggott. The story in Piggybook is an intra-focal developmental 
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narrative, centring on interpersonal relationships within a nuclear family ( cf. Chapter 4). 
The female character, Mrs Piggott, is significant in the development of the story. 
However, she is not represented visually until the third story-page. 
Prior to the third story-page, three male characters of the Piggott family (father and two 
sons) are introduced. They are represented standing smugly in front of their 'nice house' 
(Browne 1986: first story-page). This representation is followed by a double spread which 
depicts the three male characters at the breakfast table, calling out to Mrs Piggott to serve 
them their meal (see Table 5.4). 
Table 5.4: First two story-pages in Piggybook 
\1r PJgou b\ocd ~hb hat two IUD._, \lDk'ln and PaUKk, 
LD I nk;e hoax .-Jth I IU« l*tt.fdl, uad I fiJCe c;'U ID thr 
ek-e~. 
I..UC the ._,. ....,. hill wife 
1st story-page (Piggybook) 
"'fl..,"' -uti die ~ .... •t.aJW~ ----·~ ~Je.m .. . .. dw ...,....,__ M,,.., .. ._. _, f'w1cl P1W 
~lw.-CIII•IIID...,.~jub.. tdrn_, .__ ... .__,~..._. 
·:, • 
~ 
2nd story-page (Piggybook) 
On the first story-page, the two modes diverge ideationally in representing the character 
Mrs Piggott. On this story-page, she is verbally mentioned as 'his wife' but visually not 
represented. On the second story-page, the two modes also diverge in verbally 
mentioning the character Mrs Piggott in the male characters' callings of 'mum' and 
' dear', but not representing her visually. The visual absence of Mrs Piggott creates an 
expectation to see and know more about this particular character who is not introduced 
visually till the third story-page (see Plate 5. 7). 
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After Ibn ld1 lhc hou'<:, Mn Piap>n washed all !he 
broakr""'' lhtngs ••• 
~. all lhc bed• • • • 
\'kll urntd all lho u.rpc1• ••• 
• "t: ':"!'"::"':"tW._. ... 
Plate 5.7: Story-page 3 (Piggybook) 
In Mrs Piggott's first visual appearance, she is depicted in four separate snapshots. 
ldeationally, her face is not represented in the image. This lack of facial representation in 
the image to a certain degree26 diverges from the assigning of the name 'Mrs Piggott' in 
the verbiage. It is only through the verbiage that we as readers can identify the depicted 
character. Interpersonally, the two semiotic modes converge in not committing affect or 
attitude. There is no facial affect committed in the visual and there are no instances 
inscribing affect (or any attitude) in the verbiage (see Table 5.5). 
Table 5.5: Intersemiotic construction of 'Mrs Piggott' in story-page 3 (Piggybook) 
Metafunction Meaning potential Intersemiotic 
strateg;t 
IMAGE VERBIAGE 
Ideational Character appearance Character 
identification 
and attribution 
face not represented Mrs Piggott, she divergence 
Interpersonal facial affect affect 
I I conver.s,ence 
As argued above, in the selected corpus of Browne's works the strategy of intersemiotic 
convergence is often chosen for the character's first appearance in the story (typicalJy on 
the first story-page). This choice not only functions to attribute an identity to the 
26 A lesser degree of divergence compared to the intersemiotic divergence on the first two story-pages 
where the character Mrs Piggott is represented verbally but not visually. 
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character, but also serves to establish his/her individuality. The facelessness of the 
character Mrs Piggott certainly plays against this routine, deliberately denying an identity 
and individuality to the character. Ideationally, the divergence of the two semiotic modes 
on the one hand deprives the character of individuality, while on the other hand it opens 
the possibility of interpreting the depicted character as representing any female in general. 
Interpersonally, the convergence of the image and the verbiage in not committing any 
affect further deprives the character of feelings, individuality and personality. The 
character is constructed as emotionally detached, either from the life of the other 
characters in the story or from her current life and situation. In this way, the character is 
also dehumanised. 
Since affect or evaluative meanings are deliberately downplayed on this story-page, it is 
worthwhile to further investigate the ideational semiotic choices made. Ideationally, the 
image concentrates on depicting the activities of the character Mrs Piggott. These 
activities include washing dishes at the sink, vacuuming the floor, making the bed and 
heading off to work. As a result of the visual representation, the reader's attention is 
drawn to the activities instead of the character. Simultaneously in the verbiage, it is 
predominantly material processes that are chosen to represent the activities of the 
character as in washed (all the breakfast things ... ), vacuumed (all the carpets), made (all 
the beds) and went (to work). Here, the image and the verbiage converge in highlighting 
the activities of the character Mrs Piggott, constructing her major role in the Piggott 
family. 
This emphasis on 'doing' allows the possibility of reading the male characters' behaviour 
(as constructed on story-pages prior to the representation of the female character) as that 
of male chauvinists, stereotypically leaving all sorts of domestic chores to the female and 
at the same time being extremely unappreciative. This emphasis on the 'doings' of Mrs 
Piggott, together with her lack of individuality and her emotional detachment, opens up 
evaluative space for the questioning of gender roles in the depicted family or even 
families in reality in general. That is, since no evaluative meanings are committed in 
either the visual or the verbal, the reader is invited to consider Mrs Piggott's emotional 
state and to form his/her own judgement or evaluation of Mrs Piggott's circumstances. 
Since there is no evaluative meaning explicitly committed in the two semiotic systems, 
more space is opened for evaluation as well as critical interpretation. Using three 
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theoretical lenses perceptual, structural and ideological simultaneously, Serafini (20 1 0) 
challenges the ideological underpinning of Piggybook: 
In the second opening, the mother is not shown in the image. Are we to assume that she is too busy 
cooking to be eating? The traditional roles of domestic housewife and working father need to be 
contested and brought forth for discussion. The family is portrayed as a traditional "nuclear" family, 
yet this type of family arrangement makes up less and less of the total population of most countries. 
Is this family arrangement being portrayed as "normal"? 
Serafmi (2010: 97) 
The lack of semiotic commitment in both systems contributes to the openness of the 
evaluative space. Indeed, there are greater meaning potentials generated by the 
intersemiotic convergence and divergence that we have seen here. There are multiple 
ways of reading. A reader might start commenting on the gender roles in the story, or 
he/she might question on the 'family arrangement' of the story world and interrogate if 
this is one way of 'normalization' as seen in Serafini's (2010) argument above. 
Evaluative space created here is like an open-ended question, begging for multiple 
answers, debates of ideas and ideologically informed interpretations beyond the boundary 
of the text. Here, I would like to go back to the text itself and discuss one of the functions 
of the creation of evaluative spaces as in construing interpersonal problems in the 
narrative. 
The evaluative space created through the convergence and divergence of two semiotic 
modes indeed proves to be effective in construing interpersonal problems in this narrative 
stage: Condition. On the one hand, the intersemiotic interplay sets up the contrast 
between the family members as well as the disharmony within the family. This 
foreshadows the narrative Crisis, when the males return home one day to find the mother 
physically gone (not just emotionally detached!) . On the other hand, the evaluative space 
tunes the reader into the characters world, including their daily routines, their possible 
emotional status and their interpersonal relationship with one another. This in tum 
provokes the reader's evaluative responses to the story world constructed. 
To conclude, this section has discussed the role of intersemiotic convergence and 
divergence in introducing story characters. It is demonstrated, firstly, that ideational 
convergence functions to assign an identity to a character, setting up the point of 
departure of the story. Secondly, interpersonal convergence functions to construct the 
personality of the main protagonist. Thirdly, the strategy of intersemiotic divergence, 
when used to introduce a character, is shown to create evaluative effects. The examples of 
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intersemiotic divergence have demonstrated the tension of interpretation created by this 
strategy and its potential for playing with reader expectation. It is also shown that the use 
of divergence can contribute to the creation of evaluative space. Intersemiotic divergence 
creates opportunity for evaluation by the presence of unresolved tension in meaning and 
can provoke evaluation from the reader by the deliberate absence of evaluative meanings 
in the text. 
5.3 Logogenesis: convergence and divergence in stages of a story 
So far the discussion of intersemiotic interplay has concentrated on individual story-
pages. In this section, I will discuss the use of intersemiotic convergence and divergence 
logogenetically, in relation to the generic structure of the story. It answers the question, 
how does intersemiotic interplay contribute to the construal of evaluative meanings as the 
text develops? To further examine the function of convergence and divergence in relation 
to story structure, the intersemiotic interplay in Browne's picture book Willy the Champ 
is now examined logogenetically. 
Willy the Champ is an exemplum with the generic structure of Orientation/\ Incident 1\ 
Interpretation (see Section 4.3.3 for story synopsis and the discussion of the story 
structure). The opening story-page of the picture book introduces the character both 
visually and verbally (see Plate 5.8). On this story-page, ideationally the image and the 
verbiage converge in introducing the character Willy and attributing an identity to him. 
Interpersonally, the image inscribes positive facial affect (up-curved mouth and wrinkle 
at the end of the mouth signifying 'grinning'). In the verbiage, however, there is no affect 
inscribed. Moreover, the only attitude that is inscribed is the narrator's negative judgment 
on Willy's capacity in 'Willy didn't seem to be any good at anything' (see Table 5.6). In 
this case, the image and the verbiage commit different kinds of meanings. They diverge 
in the creation of evaluative meanings on this very first story-page. 
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Willy dodn't ~cern til be any a.:oud at anythmg 
Plate 5.8: Story-page 1 (Willy the Champ) 
Table 5.6: Intersemiotic divergence in story-page 1 (Willy the Champ) 
Metafunction 
Interpersonal 
Meaning potential 
IMAGE 
facial affect 
Positive 
VERBIAGE 
verbal affect 
I 
attitude: 
negative 
judgment 
Intersemiotic 
strategy 
divergence 
Furthermore, the character Willy is illustrated with a relaxed posture in combination with 
a hazy look in his eyes. Willy is depicted as lying on the couch with his arms folded 
under his head, with a cup of tea or coffee right next to the couch. These elements in the 
image capture the moment of self-indulgence. At least, the character is depicted as 
enjoying himself and relaxing. A careful reader may easily spot that Willy is depicted as 
looking at something (i.e., the butterfly) and reacting to it with pleasure. One can go 
further to argue that the surreal elements, for instance, the butterfly which has come alive 
and detached itself from the coach presented in this image can contribute to the 
interpretation of the whole story as Willy' s fantasy together with some other surreal 
elements in pages to come. These elements in Browne's images are significant and can 
lead to various readings and interpretations. Here, I would like to delimited and exclude 
them from the analysis for the following reasons: 1) the interpretation of the surreal 
elements falls into connotation which is not the main focus of the current research; 2) 
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they need to be studied systematically in terms of their use and function in stories; 3) 
affect is largely construed on faces, and I have delimited interaction for the sake of 
clarity. This certainly will restrict the interpretation, but we shall benefit from the fact that 
we will have a clearer understanding of how the two systems interact with 
'affect/attitude' as an entry point. As argued earlier, the committed positive affect of the 
character in the visual diverges from the narrator's negative judgment in the verbal. In 
this case, the intersemiotic divergence creates the tension for interpretation, putting either 
the evaluative meanings construed in the image or the verbiage at risk. 
The tension created through the intersemiotic divergence therefore opens up evaluative 
space for the reader, creating a semiotic puzzle that can only be solved through the 
development of the story. The evaluative space opened up here is one of multiple 
possibilities of interpretation of the opening page. One of the options is to align with the 
negative judgment in the verbiage. As a result, one would question the character's 
behaviour. Another option is to align with the positive affect inscribed in the image and in 
this case, one would question the evaluative meanings (specifically negative judgement) 
inscribed in the verbiage. The discussion below will demonstrate how the tension created 
here through the intersemiotic divergence can be solved in the logogenetic development 
of the story, and how the divergence itself contributes to the narrative structure and the 
construal of evaluative meanings. 
On the following story-page come the depictions of the activities (in three separate 
scenarios) that the character enjoys. These activities include ' read', ' listen to music' and 
'walk in the park with Millie' (Browne 1985: second story-page). On this story-page, the 
image and the verbiage converge in committing positive affect. The big grin on the face 
co-articulates with 'like' in the verbiage, indicating the emotional satisfaction and self-
contentment of the depicted character. The emphasis on positive affect on the second 
story-page is in line with the positive affect inscribed in the image on the first story-page 
(see Image 1 and 2 in Table 5.7). Logogenetically, the negative judgement that is set up in 
the opening page is again at risk. The confrrmation of positive affect begins to limit the 
evaluative space constructed initially. 
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Table 5.7: Story-pages in Orientation and Interpretation (Willy the Champ) 
._, ____ ...... ..,o.. 
Kl .... ...; 
lmagel: Image 2: 
Story-page 1 (Orientation) Story-page 2 (Orientation) 
From the third to the ninth story-page, the character Willy goes through a series of 
activities and his capacity is negatively judged. Moreover, he experiences an incident, 
through which he is transformed from a 'useless' wimp to 'a champ' in the eyes of the 
public (cf. Chapter 4). This is skilfully carried out through the intersemiotic interplay. 
Table 5.8 provides a logogenetic overview of the intersemiotic interplay in the 
representation of the character Willy. As seen in Table 5.8, in Willy the Champ 
intersemiotic convergence occurs firstly on the second story-page, where image and 
verbiage both commit positive affect. lntersemiotic convergence then occurs later in the 
story on story-pages 4, 9a and 11 , where neither semiotic inscribes affect. 
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Table 5.8: Intersemiotic strategies: convergence and divergence in Willy the Champ 
1 
2 
2a 
2b 
3 
4 
5 
6 
7 
8 
9 
9a 
9b 
Genre stage 
Orientation 
10 Incident 
11 
12 
12a 
12b 
13 Interpretation 
13a 
13b 
14 
14a 
14b 
15 
Intersemiosis Intersemiotic strate.&l: 
Character 
Willy 
Willy 
Willy 
Willy 
Image 
Facial 
affect 
positive 
positive 
positive 
positive 
Verbiage 
Affect 
I 
narrator: 
negative 
judgment 
positive: liked X 
positive: liked X 
positive: liked X 
Willy positive I 
Willy 
Willy 
Willy 
Willy 
Willy 
Willy 
Willy 
I 
positive 
positive 
positive 
negative 
narrator: 
negative 
judgment 
I 
I 
I 
I 
No verbiage 
I I 
negative I 
narrator: 
negative 
judgment 
Willy neutral I 
character Willy not represented 
Willy 
Willy 
Willy 
Willy 
Willy 
Willy 
neutral 
neutral 
No verbiage 
I 
neutral I 
neutral I 
Negative affect 
I 'sorry' 
X 
X 
X 
Coover- Diver-
gence 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
gence 
positive I 
narrator: 
positive 
judgment X 
Willi: positive no verbiage X 
Overall there are more instances of intersemiotic divergence than convergence. 
Intersemiotic divergence occurs on story-pages 10, 12 and 13 where neutral affect is 
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committed in the visual but no affect in the verbal? 7 Often, however, divergence occurs 
when there is a positive facial affect inscribed in the image while the character is judged 
negatively by the narrator. Since the voice of the narrator can be seen as representing the 
opinions of ' the others' or 'the public ' in this story world, the divergence can be regarded 
as a symbolic negotiation of the self- other relationship. Therefore, the intersemiotic 
divergence here again creates a puzzle for interpretation. 
The evaluative space opened up initially at the Orientation stage is further contracted 
once the representation of the character Willy at the final Interpretation stage is examined 
(see Plate 5.9). 
Plate 5.9: Story-page 15 (Willy the Champ) 
A striking play with the illustration of face and facial affect of the character occurs on this 
last story-page, which also serves as the Interpretation, the last stage of the story. On this 
story-page, there is no verbiage and only the image is presented. Interpersonally it is 
positive affect that is inscribed. Moreover, the illustration of the face of the character 
closely resembles the depiction on the second story-page (the Orientation stage). The 
similarities shared by these two illustrations are striking. Table 5.9 presents the close-up 
depiction of the character on these two story-pages. 
27 Presumably, the verbal equivalent of neutral affect are verbal expressions such as 'X looks blank' , and 
'poker-face' which often describes someone whose emotions the others ca not read (i.e., it is inscrutable). 
However, these kind of verbal expressions are not used in story telling in the current story corpus. 
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Table 5.9: Illustrating Willy in Orientation and Interpretation 
Image 1 (Orientation) Image 2 (Interpretation) 
In the case of the construal of evaluative meanings, both images depict the character 
Willy with his eyes cast down and mouth up-curved, inscribing positive affect. 
Ideationally both images represent Willy 'doing ' one of his favourite activities- reading. 
On the one hand, these similarities further emphasise the positive affect inscribed, 
indicating the character's self-contentment. On the other hand, the echoing of the positive 
affect in the Orientation by the Interpretation stage leads to the rejection of the negative 
evaluative meaning construed on the opening story-page. 
In sum, the strategies of intersemiotic divergence and convergence adopted at the 
beginning and the end of the story, respectively, expand and contract evaluative space. 
Between theses pages, the constant logogenetic negotiation of evaluative space gradually 
gives away clues to solving the semiotic puzzle created at the beginning of the text. It also 
guides the young reader to the underlying message of the story, that is, the significance of 
self-contentment and self-esteem in self-other interaction. Logogenetically the entire text 
bats back and forth between the positive affect of the character himself and the negative 
judgment of the others, with the image on the final story-page harking back to the 
positive affect inscribed initially at the opening. In doing so, the final story-page clarifies 
the significance of the story. 
The significance of the story lies in the celebration and the valuing of individuality, self-
understanding, internal security, self-esteem and self-contentment. It devalues the 
importance or validity of the judgment of others. It is interesting to see how the inter-
semiotic divergence at the opening of the story sets up the negotiation of evaluative 
space, guiding the reader to interpret the significance of the story. As the story develops, 
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the dynamic application of intersemiotic convergence and divergence expands and 
contracts the evaluative space. 
To conclude, analysis and discussion in this section have revealed that the strategies of 
intersemiotic convergence and divergence need to be examined in relation to the 
development and unfolding of the text. Through the logogenetic examination of Browne's 
Willy the Champ, it is shown that in a text the dynamism in intersemiotic convergence 
and divergence can contribute to the expansion and contraction of evaluative space, 
guiding the reader to understand the thematic significance of the story. This strategy can 
often be found in multimodal developmental narratives. In the following section, I will 
examme the multimodal construal of evaluative space in the developmental narrative 
Gorilla. 
5.4 Case study: construing evaluative space in Gorilla (extending 
intermodal analysis) 
Analysis in the previous sections has revealed that in Browne's work two types of 
intersemiotic interaction, convergence and divergence, can be identified. It has also 
shown how the choices made in these two strategies logogenetically can contribute to the 
creation, expansion and contraction of the evaluative space. However, an account of the 
intersemiotic interplay between VISUAL AFFECT and VERBAL AFFECT clearly does not 
exhaust the evaluative meaning potential of picture book narratives and there are choices 
made in other interpersonal systems that can contribute much to the creation of evaluative 
space in such materials. Two visual interpersonal systems of importance here are VISUAL 
FOCALISATION (Painter 2007) and AMBIENCE (Painter 2008) (cf. Chapter 2). In this case 
study of Browne's Gorilla, I will show how the VISUAL AFFECT and VERBAL AFFECT 
intersemiotic interplay can contribute to the creation of evaluative space alongside 
semiotic choices made in the systems of VISUAL FOCALISATION and AMBIENCE. 
Gorilla is an intra-focal developmental narrative, which thematises the father-daughter 
relationship ( cf. Chapter 4). The three characters Hannah, father and Gorilla are essential 
to the composition of the story. This section considers how intersemiotic convergence and 
divergence (particularly in relation to affect) alongside semiotic choices made in systems 
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of VISUAL FOCALISA TION and AMBIENCE can contribute to the creation of each of 
these three characters. 
The examination will be organised according to character relationships, Hannah-father 
and Hannah-Gorilla. The discussion of character relationships is located in generic stages 
(Condition " Crisis " Transfonnation, cf. Chapter 4) of the picture book story. In each 
part of the investigation, two aspects are focused on. The first aspect is the intersemiotic 
construal of characters Hannah, father and Gorilla respectively. As for the parameter of 
intersemiotic analysis of the picture book, I am taking a single story-page (double spread 
left and right) as the smallest unit of intersemiotic convergence/divergence analysis in 
this case study. The second one is the intersemiotic construction of relationships between 
characters: Hannah-father, Hannah-Gorilla. Finally, I will compare and contrast the 
different intersemiotic strategies deployed in creating these two types of character 
relationships in order to illustrate the evaluative effect achieved by the intersemiotic 
interplay. 
5.4.1 Hannah-father relationship: condition and transformation 
In this case study, a story page is treated as a unit of analysis for intersemiotic 
convergence and divergence. The analytical sequence is from left to right then top to 
bottom. That is, in the case of the picture book Gorilla, it is first considered the image 
then the verbiage presented on the right hand side of the gutter. Then the image on the 
right hand side shall be analysed and discussed. The discussion of reading path and how 
children read picture books is tremendous in the literature. The analytical path or 
sequence chosen here is in alignment with English writing and reading as discussed in 
Kress & van Leeuwen (2006). The chosen analytical path here provides one way of 
reading. A way of reading that is literate, analytical and informed by social semiotic 
theory. I shall not argue that this is the only way children read a picture book, or how a 
caterer reads a picture book to children. My intention is to provide one way of seeing 
intersemiotic interaction. This should be seen as a starting point or benchmark for future 
studies involving i.e., observations of how intersemiotic interaction in picture books are 
appreciated and dealt with in actual children' s reading of these texts. 
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The picture book Gorilla opens by introducing the character Hannah on the left-hand side 
of the gutter, sitting alone crossed-legged as she 'read(s) books about gorillas' (Browne 
1983/ 1992: first story-page). This is followed by a large image of Hannah and her father 
at the breakfast table on the right-hand side of the gutter. Hannah is depicted with her 
back facing the reader while the father is depicted as facing the viewer at the opposite end 
of the breakfast table concentrating on his newspaper (see Plate 5.10). 
IW::Dib M'f!l pUla. liiilw ... ._._~ ................ . 
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Plate 5.10: Story-page 1 (Gorilla) 
The character Hannah is the only character that appears throughout the entire text, which 
means of the three main characters she is the only one who is represented visually and 
verbally in all three stages (Condition " Crisis " Transformation) of this developmental 
narrative. 
On first story-page, intersemiotic convergence can be found in committing positive affect 
in constructing the character Hannah (see Table 5.1 0). As argued above (cf. Section 5.2), 
the strategy of intersemiotic convergence is often deployed on the first story-page to 
ideationally attribute an identity to the character and interpersonally create the character's 
personality. On the first story-page of Gorilla, ideationally the image and the verbiage 
converge in identifying the character Hannah. Interpersonally, the two modes converge in 
inscribing positive affect. This intersemiotic convergence, on the one hand, construes the 
character Hannah as a happy little girl (unlike the 'worrier' in Silly Billy and the 'loner' in 
Willy and Hugh). On the other hand, it reveals one part of the character's personality 
through the illustration of her main passion - 'Hannah loves gorillas'. The resonance 
between the image and the verbiage emphasises and amplifies Hannah's affection for 
gorillas. 
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On the same story-page, the verbiage invokes the frustration of Hannah's passion for 
gorillas as in 'But she had never seen a real gorilla. Her father didn't have time to take her 
to see one at the zoo. He didn't have time for anything' (Browne 1983/1992: story-page 
1 ). In this verbal text, there is no affect explicitly inscribed. However, the repetition of 
negatives (as underlined) and the intensification of 'anything' together flag this 
description as an ideational token for appraisal. The invoked negative attitude in the 
verbiage converges with the invoked negative affect committed in the larger image 
through choices made in AMBIENCE. In the image on the right-hand side of the gutter, 
reduced vibrancy and cool blue tones are chosen to represent whatever Hannah sees (i.e., 
cereal packet, kitchen cupboard, etc.). This can be interpreted as a reflection of Hannah's 
negative affect 
On the first story-page of Gorilla, then, initially two modes converge in amplifYing 
Hannah's affection for gorillas. Then both the visual and the verbal invoke negative affect 
in demonstrating the unfulfilled desire to see a gorilla. The intersemiotic convergence 
opens up different possibilities for the interpretation of Hannah's reaction to this 
frustration and invites the reader's judgement on 'the father' who leaves her in such a 
state. 
Table 5.10: Intersemiotic representation of character 'Hannah' in Condition 
Metafunction: 
inter2ersonal 
Story-page 
story-page 1 
story-page 2 
story-page 3 
Meaning potential 
IMAGE 
Facial affect 
positive 
face not represented 
invoked neg. affect via 
ambience 
face not represented 
face represented blur 
neutral (Minimalist) 
VERBIAGE 
Affect 
positive: loved 
no verbiage 
invoked neg. affect 
no verbiage 
I 
no verbia.s_e 
In terse miotic 
strategr 
convergence 
convergence 
convergence 
convergence 
convergence 
diver~ence 
On story-page 2, the two modes converge in not committing any affect. On these two 
story-pages, Hannah is represented in the foreground of the picture with her back to the 
viewer. In this view, the reader is positioned behind Hannah looking at her (observe) as 
well as seeing what she sees, viewing 'along with' her?8 The choices of 'observe ' and 
28 As Painter (2007) writes, 'the nature of the visual medium also allows for the possibility of 
simultaneously having a reader perspective and a character focalized perspective' (Painter 2007:47; bold in 
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'along with character' in the VISUAL FOCALISATION system co-articulate with the lack of 
committed affect in both modes, leaving an absence of evaluative meaning which it is for 
the reader to supply. 
On story-page 3 (see Plate 5.11), the two modes diverge in the commitment of affect. The 
verbiage contributes little in inscribing affect while neutral facial affect is committed in 
the image (right-hand side of the gutter) 29 . In this image, the character Hannah is 
represented as a small figure sitting in the comer of the room, watching TV. She is 
represented with her whole body with an open space surrounding her. 
,.~ ~tf 
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Plate 5.11: AMBIENCE choices on story-page 3 (Gorilla) 
Since little affect is committed verbally and barely visible neutral affect visually, the 
emotional key on this story-page is set through the semiotic choices made in AMBIENCE. 
Here I focus on the image on the right-hand side of the gutter. In this image, Hannah is 
depicted as a small figure in a dark, empty room. The TV becomes the source of light 
surrounding Hannah. This 'light'30 separates the little comer from the rest of the room. 
The 'lighted' little comer is relatively 'vibrant' (realised by the higher saturation m 
comparison to space that is not lighted), 'wann' (realised by the red and yellow hues in 
the depiction of the wall paper) and 'familiar' (realised by the high differentiation of 
colour). Beyond the 'lighted' corner that Hannah sits in is an extensive open empty space, 
which is 'muted', 'cool' and 'removed'. This is realised by the choices of low saturation 
original). 
29 Neutral affect is realised by the lack of ups and downs in terms of the orientation of facial features. In an 
image where neutral affect is represented, affect is still treated as inscribed visually though neutral. 
Therefore, in an instance where neutral affect is committed visually but no verbal affect is inscribed, it is 
regarded as intersemiotic divergence. However, this is a lesser degree of divergence compared to instances 
of divergence where positive affect is committed in the visual and no affect in the verbal. 
30 However, in an illustration the 'light' itself is created through the choices of colour, shading, etc. 
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dim, greyish hue and low differentiation of colour in depicting this space. The open 
emptiness of the room co-articulates with the subdued atmosphere created in AMBIENCE 
to convey a sense of loneliness and sadness. The emotional effect created here in tum 
invokes a negative judgement towards the father, who leaves Hannah in such a cold and 
lonely situation. Moreover, the 'observe' choice made in VISUAL FOCALISATION in 
representing Hannah leaves an open evaluative space for the young reader to simply 
observe Hannah's emotional state (loneliness and frustration) as well as her 
circumstances. 
Now let us look at the intersemiotic construal of the character 'father'. In Gorilla, this 
character also plays an important role in the narrative and is both visually and verbally 
represented in the stages Condition and Transformation. 
In the Condition stage, on the first story-page, the image and the verbiage converge 
ideationally in attributing the identity and assigning the social role 'father' to the 
character. Interpersonally, the image and the verbiage diverge in inscribing affect, with 
negative affect committed in the visual but not the verbal. On the second story-page, on 
the left hand side of the gutter, the father is again depicted with negative facial affect in 
the image but there is no verbiage inscribing any affect of his. There is only one instance 
of appreciation, 'busy', describing the circumstance of the father. Negative affect is solely 
committed in the visual but not ramped up in the verbal. The choices of intersemiotic 
divergence in committing affect only visually should be considered together with choices 
made in character focalisation (viewing 'along with' Hannah). Semiotic choices made 
here contribute to the construction of 'father' as cold and distant as seen through 
Hannah's eyes. 
On the third story-page the two semiotic modes converge in not committing any affect of 
this character, whose representation shifts from clear to blur. Moreover, in the Condition 
stage, the choice of imagic register in representing the father's face is shifted from 
Generic to Minimalist-Generic. On story-page 3 (the last story-page of the Condition 
stage), the character father's face is not represented at all (see Table 5.11). Thus the 
imagic choices made in representing the character ' father' shift from Generic to non-
representation. The representation of the same character' s emotion also shifts from 
inscribed negative affect to no affect (see Figure 5.2). 
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generic 
•negative facial affect 
I ... I" genenc to m1n1ma 1st 
• negative facial affect (left) 
•no faical affect insribed (right) 
( face not represented 
•no facial affect inscribed 
Figure 5.2: !magic register choices in representing 'father' in Condition (Gorilla) 
The choices made here have two implications. These are (1) in relation to character, i.e., 
reader affiliation; and (2) in relation to the character-character interpersonal relationship 
within the story. 
Table 5.11: Intersemiotic representation of the character 'father' in Condition 
Metafunction: 
interpersonal 
Story-page 
1 
2 
3 
Meaning potential 
IMAGE 
Facial affect 
(including imagic 
register) 
negative (generic) 
negative (minimalist-
generic) 
face not represented 
face represented blur 
VERBIAGE 
Affect 
I 
narrator: appreciation: 
busy 
I 
quote attitude: busy 
no verbiage 
I 
narrator: appreciation: 
bus 
Intersemiotic 
strategy 
divergence 
divergence 
convergence 
In relation to character-character relationship, since 'father' is often positioned as viewed 
by Hannah (i.e., vicarious focalisation), the change in imagic registers indicates how 
Hannah sees her father. That is, in terms of representation, 'the father' is becoming 
increasingly abstract. Symbolically, this can be read as the father emotionally becoming 
increasingly detached, disengaged and out of touch in Hannah 's eyes. 
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The detachment of the father is in synergy with Hannah's coloured view of the world and 
circumstances around her. In her discussion of the ambience choices made in Gorilla, 
Painter (2008) illustrates how the contrasting choices made in representing Hannah 
(warm, vibrant and 'familiar') and the circumstances surrounding her (cool, muted and 
'removed') not only makes the character Hannah more prominent textually, but also 
'carries the implication that since everything Hannah sees is cool and removed in 
ambience, she herself is in an emotionally depressed and isolated state' (Painter 
2008:104). The imagic registerial shift together with character focalisation contributes to 
the construction of 'father' as more and more abstract and detached. And this is in line 
with the invoked negative affect 'frustration', 'disappointment', 'loneliness' and 
'isolation' created through intersemiotic convergence (invoked verbal affect and choices 
made in AMBIENCE) earlier on the first story-page. Thus, it symbolises the relationship 
between the father and the daughter going from bad to worse, foreshadowing the Crisis. 
Moreover, the intersemiotic divergence (negative affect committed in the image but none 
in the verbiage) on the first two story-pages strongly indicates that this is an emotion of 
the father read by the character Hannah. 
In sum, in the Condition stage, logogenetically two semiotic systems of image and 
verbiage go through a dynamic process in construing the character Hannah and her affect. 
Initially, the image and the verbiage converge in committing positive affect. Then they 
converge in invoking negative affect. This is followed by the intersemiotic convergence 
in not committing any affect, leaving an empty space for the interpretation of Hannah's 
feelings in reaction to what is going on in the external world seen through her eyes. At the 
end of this stage, the intersemiotic interplay shifts to divergence, with neutral affect only 
committed in the image (see Figure 5.3). 
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Figure 5.3: Intersemiotic representation of Hannah's affect in Condition (Gorilla) 
It is useful to point out the choices of intersemiotic convergence and divergence in affect 
in relation to semiotic choices made in VISUAL FOCALISATION. When the two modes 
converge in committing positive affect at the very beginning of the Condition stage, the 
reader is positioned as observing Hannah. As the result of this intersemiotic convergence, 
there is very little space left for the negotiation of the potential interpretations of 
evaluative meanings committed in the visual (see Figure 5.4). 
convergence 
• positive affect 
•'observe' 
It It 
Figure 5.4: Convergence and divergence in relation to VISUAL FOCALISATION31 
3 1 In this diagram, only half of the story page is chosen for the discussion and in particular for comparison. 
This is not to ignore images on the other half of the story page. Instead, this is deliberately chosen to 
demonstrate choices made in two systems, VISUAL FOCALISTION and intersemiotic interaction in 
contributing to one way of(social semiotic) interpreting and 'reading' of the story. 
225 
The shift from convergence (positive affect) to convergence (invoked but no affect) 
coincides with a shift in choices made in VISUAL FOCALISATION from 'observe' to 
viewing 'along with' the character Hannah, in which the reader is positioned to see things 
through Hannah's eyes as well as their own. This shift in VISUAL FOCALISATION is not 
arbitrary, but a deliberate choice that the author-illustrator makes (the same shift occurs 
in the Condition stage). This, on the one hand, aligns the reader to see or feel with 
Hannah. On the other hand, the reader is subtly reminded that he/she is simply viewing 
along with the character and does not have to uncritically take on Hannah's perspective. 
In other words, in not committing facial affect in the visual, the author-illustrator enables 
the reader to see what Hannah sees, along with her, but opens up the possibility of either 
aligning emotionally with Hannah or remaining more detached, thereby opening up the 
evaluative space in the reading. 32 
The character 'father' is not visually represented in the Crisis stage, and he is not 
represented in the Transformation stage until the end of the story (last two story-pages). 
The ideational absence ofthe character 'father' is in line with the representation of him in 
the Condition stage, from concrete to abstract and finally not represented. Starting from 
the Crisis stage, the character 'father' is substituted by the ideal-fantasy father 'Gorilla'. 
The character of 'father' is reintroduced on story-page 14 at the end of the 
Transformation stage. On the left-hand side of this story-page, there is no image depicting 
'father'. The verbiage commits positive affect of 'love' and 'want' in the character 
'father's' speech. The image on the right-hand side of the gutter depicts father bending 
forward and touching Hannah's shoulders (see Plate 5.12). In this image, the father's 
affect is not inscribed while one third of the character's face is 'hidden' behind the other 
character, Hannah. 
32 Though not the main focus of the current discussion, it is useful to point out that choices made in the 
interactive system of SOCIAL DISTANCE are also relevant here. The 'long shots' used in representing the 
social distance between the depicted character and the viewer also allow the reader to avoid total emotional 
identification with Hannah. 
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Plate 5.12: Story-page 14 (Gorilla) 
However, in this image the imagic register of Generic-Naturalistic is chosen to illustrate 
the father. This shift from not represented to represented as well as abstract to Generic-
Naturalistic indicates the 'father' coming closer to Hannah's world and symbolises the 
shortening of the emotional distance between father and daughter. Though the visual does 
not commit father's facial affect, semiotic choices made in SOCIAL DISTANCE ('intimate') 
and AMBIENCE ('vibrant', 'warm' and 'familiar') resonate with the positive affect 'love' 
committed in the verbal, creating the character 'father' who has changed from abstract to 
concrete, from cold to loving, and from disengaged to engaging. 
In sum, the VISUAL AFFECT - VERBAL AFFECT intersemiotic interaction in representing 
the father changes alongside the development of the narrative. In the Condition stage, the 
intersemiotic divergence often occurs in representing the character of father, with 
negative affect committed only in the visual and the verbal contributing little to the 
construction of this character's emotions. The intersemiotic divergence here shifts to 
convergence later in the same stage, where no affect at all is committed in either mode. 
Symbolically this image-verbiage synergy indicates that in Hannah's view, father is 
becoming more and more detached and disengaged. When the character is reintroduced 
later in the Transformation stage, the two modes again diverge, visually not committing 
any facial affect but verbally committing positive affect 'love ' (see Figure 5.5). The 
absence of affect in the visual in this final representation of 'father' confirms the fact that 
the previous representation of negative facial affect is father's emotion as read by 
Hannah. That is, this is a deliberate choice of divergence Browne made in putting either 
the meaning created in the visual or the verbal at risk. As readers, we are offered an 
alternative interpretation of the previous visual representations of the character ' father'. 
As we are viewing along with Hannah, everything that Hannah sees, including the cold 
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and distant father, can be interpreted as just her perception of the father-daughter 
relationship rather than an objective view of it. The various semiotic and intersemiotic 
choices open up space for the reader to make evaluative interpretations. 
Taking semiotic choices made in other interpersonal elements such as AMBIENCE into 
consideration, the representation of the character ' father; is going through a process of 
change as the story unfolds. He is constructed from cold and distant (Condition) to warm, 
caring, loving and engaging (Transformation). The change of the representation of 
'father' can be read as one way of seeing as what is an 'ideal ' father, how he should 
behave and what role he should be playing in an ' ideal' father-daughter interaction. 
- -
Figure 5.5: Intersemiotic convergence and divergence in representing 'father' from 
Condition to Transformation (Gorilla) 
Although the character ' father ' does not appear in the Crisis stage, the Hannah-father 
relationship continues its logogenetic development here. The Crisis stage records an event 
that takes place in the night before the child protagonist Hannah ' s birthday, in which 
Hannah is frustrated with 'what's going on' . This stage opens by verbally providing a 
relatively more specific time for the event: 'the night before her birthday' (Browne 
1983/1992: story-page 4) than the general time framework presented in the Condition 
stage. On the left-hand side of the gutter, Hannah is represented as walking up the 
staircase. On the right-hand side of the gutter, Hannah is represented as sitting on her bed 
holding a toy gorilla. There is no facial affect inscribed in the image on the left and 
negative facial affect is inscribed in the image on the right (see Plate 5.13). 
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Plate 5.13: Crisis stage (Gorilla) 
On this story-page positive affect is committed in the verbal but not the visual. The verbal 
expresses Hannah's excitement, having 'asked her father for a gorilla'. However, the 
author- illustrator chooses not to represent her facial affect at this moment of 'excitement' 
(see Table 5.12). The divergence of the visual and the verbal seems to leave an open 
evaluative space, and thus foreshowing the possibility of the frustration of the 
'excitement' . As the verbal story unfolds in this stage, the 'excitement' is soon replaced 
by an invoked disappointment 'it was a gorilla, but it was just a toy'. The negative facial 
affect committed in the visual on the right-hand side of the gutter confirms this reading, 
contracting the evaluative space to a narrower interpretation of Hannah's emotion as 
negative or even as frustration and disappointment. 
Table 5.12: lntersemiotic divergence in representing 'Hannah' in Crisis 
Metafunction 
interpersonal 
Story-page 
IMAGE 
Facial affect 
I 
negative 
Meaning potential 
VERBIAGE 
Affect 
positive: tingling with 
excitement 
invoked negative affect: it was 
just a toy 
no verbia~e 
Intersemiotic 
strategy 
divergence 
divergence 
Over the page, on story-page 5, Hannah is not represented in the image. However, her 
frustration is further invoked in the verbiage with ideational token 'Hannah threw the 
gorilla into a comer with her other toys and went back to sleep'. On this story-page, 
neither Hannah nor the father is depicted visually, let alone their affect. However, it is on 
this story-page that Hannah 's frustration is verbally invoked and, logogenetically 
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speaking, it is where the father-daughter relationship reaches the point of Crisis, which 
will either break down or get transformed. 
5.4.2 Hannah-Gorilla relationship: transformation 
In the Transformation stage, a new character, the toy-turned Gorilla, is introduced on 
storj-page 5 (see Plate 5.14). The toy is imaged and the toy-turned gorilla could be 
interpreted as Hannah's ideal fantasy father in the form of a gorilla. 
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Plate 5.14: Story-page 5 (Gorilla) 
On story-page 5, ideationally, the image and verbiage diverge, with neutral affect only 
committed visually in representing the character of Gorilla (referred to as 'the gorilla' in 
the verbal text, here 'Gorilla' and 'the gorilla' are used interchangeably). As the reader is 
positioned as being in direct contact with the gorilla sharing Hannah 's perspective (i.e., 
'as character' visual focalisation), the gorilla can be read as unidentified and mysterious. 
With only neutral affect committed in the visual, seen from Hannah's perspective it is 
uncertain whether the gorilla is a friend or a monster. 
On story-page 6 (see Plate 5.15), the intersemiotic interaction between the visual and the 
verbal goes through a series of changes in representing the initial contact between Hannah 
and the gorilla and finally setting up the friendly as well as harmonious relationship 
between the two. 
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Plate 5.15: Story-page 6 (Gorilla) 
To elaborate, on this story-page the visual and the verbal firstly converge in committing 
negative affect of Hannah's. In illustrating Hannah, the bug eyes suggest (negative) 
surprise33 or apprehension at the appearance of the gori11a. In the verbiage ' frightened ' 
inscribes negative affect. The negative affect here is soon substituted by the positive 
affect committed in both modes, with 'wasn' t afraid' in the verbiage and positive facial 
affect in the image on the right-hand side of the gutter. In representing the gorilla, two 
modes converge, both committing positive affect to create the friendly image of the 
gorilla, 'nice' (in the verbiage) and 'smiling' (in the image). Furthermore, ideationa11y the 
visual and the verbal converge in the depiction and description of the father's clothing, 
which the gorilla puts on, thus guiding the reader to read the gorilla as adopting the 
paternal role. 
Intersemiotic convergence is shifted to divergence on story-page 8, where the interaction 
between Hannah and the gorilla becomes the focus (see Plate 5.16) . 
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Plate 5.16: Story-page 8 (Gorilla) 
33 Surprise can also be positive. 
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On story-page 8, the visual and the verbal diverge with the verbal committing positive 
affect 'thrilled' in 'Hannah was thrilled ' when she saw so many gorillas in the zoo. On 
this story-page, the image focuses on representing the activities Hannah and the gorilla do 
together. ln representing their activities, semiotic choices of 'observe' and 'along with 
character' are made in terms of VISUAL FOCALISA TION. That is, both characters, Hannah 
and the gorilla, are depicted with their back to the viewer, thus the viewer is positioned as 
simultaneously seeing Hannah and the gorilla as well as viewing what they see 'along 
with' them. The use of intersemiotic divergence with affect only committed verbally, and 
'observe' as well as 'along with the character' in VISUAL FOCALISATION can also be 
found in succeeding story-pages 10 and 11 (see Figure 5.6). 
Figure 5.6: VISUAL AFFECT - VERBAL AFFECT divergence and choices in VISUAL 
FOCALISATION (Gorilla) 
In Figure 5.6, the left-hand side of the gutter of story-pages 8, 10 and 11 are selected to 
illustrate the pattern found. On these story-pages, similar choices are made in terms of 
intersemiotic divergence and VISUAL FOCALISATION, as argued above. The use of this 
pattern logogenetically results in the effect that not only the sequence of activities (doing 
or experiences) shared between the characters Hannah and the gorilla are emphasised, but 
also the reader is invited to enjoy those activities vicariously. The sequence of activities 
(doing) includes visiting the zoo (i.e., story-page 8), buying movie tickets and watching 
the superman movie (story-page 10) and simply walking down the street together. 
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Positioned as an observer, the viewer not only sees them doing things together, but also 
sees the intimate relationship between the two (realised by the intimate personal distance 
depicted). Positioned as viewing along with the two characters, the viewer sees things 
(i .e., what is going on with the chimpanzee in the zoo, or what is happening in the movie) 
through the characters' eyes and can share their feelings in reaction to these external 
experiences. In sum, on these story-pages, the relationship between Hannah and the 
gorilla is depicted as friendly, intimate and emotionally engaging. On story-page 12 (see 
Plate 5.17) the visual and the verbal converge in committing positive affect in amplifying 
Hannah 's happiness. 
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Plate 5.17: Story-page 12 (Gorilla) 
The analysis has demonstrated that the VISUAL AFFECT - VERBAL AFFECT intersemiotic 
interaction has gone through a series of changes in the Transformation stage as the story 
develops. Firstly, the visual and the verbal converge in committing positive affect in the 
initial contact between Hannah and the gorilla, setting up friendliness and harmony as the 
point of departure. Then, the two modes diverge with positive affect only committed in 
the verbal. Alongside the choices made in VISUAL FOCALISATION, the intersemiotic 
divergence contributes to the emphasis on doing, interacting and sharing between Hannah 
and the gorilla. Finally, the two modes converge in committing positive affect of 
Hannah's, indicating her satisfaction and happiness derived from the relationship with the 
Gorilla. Seen through Hanna's eyes, the character of Gorilla (the gorilla) is friendly, 
happy, caring and engaging. More importantly, the gorilla is also interpretable as an ideal 
fantasy father who 'does' things together with Hannah and who shares feelings in the 
process of doing things. 
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5.4.3 Summary of case study 
In Gorilla, two types of interpersonal relationship are significant for the development of 
the narrative. They are the relationships of Hannah-father and Hannah-the gorilla. The 
case study has revealed how these interpersonal relationships are constructed through 
intersemiotic convergence and divergence in the instantiation of affect, alongside choices 
made in the systems VISUAL FOCALISATION and AMBIENCE. In this section, I will further 
elaborate the discussion through a comparison of the representation of the Hannah-father 
and Hannah - the gorilla relationships. 
In Gorilla the child protagonist Hannah can be regarded as a vantage point for the 
viewer's observation. This is due to the fact that she is often represented with her back to 
the viewer at different stages of the narrative, in an 'over the shoulder' shared focalisation 
view. Table 5.13 provides an overview of how the character Hannah is represented in 
images. It is found that the child protagonist Hannah appears 23 times throughout the 
story in the images. Ten times out of twenty-three ( 44%), that is, nearly half of the times 
that she is visually represented, she is represented with her back to the viewer. In this 
case, no facial affect is shown. Four times out of twenty-three (1 7%) the character 
Hannah is illustrated in profile with no facial affect construed. 
Table 5.13: The logogenetic representation of Hannah in Gorilla 
Type of representation N % 
Back to the viewer-facial affect not shown 10 44 
Facial affect shown 9 39 
Profiled- facial affect not shown 4 17 
Total number of representations of Hannah 23 100 
Images representing the child protagonist Hannah in Gorilla never place readers in eye 
contact with Hannah. Instead, as seen in Table 5.13, many images represent Hannah with 
her back to the viewer. When this occurs, the readers are positioned as observing 
vicariously, seeing and reacting through the eyes of Hannah. This device aligns readers 
with Hannah as far as feelings in reaction to 'what is going on' are concerned. Through 
Hannah's eyes, readers see the negativity, disengagement and self-indulgence of the 
father. Through Hannah's eyes, readers also see the friendly, engaging Gorilla, who is 
symbolically the ideal-fantasy father of Hannah's. This is an important visual 
construction of what 'being a responsible, caring and engaging parent' in fact means and 
how a child might feel about it (presumably in Western middle-class families). 
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The choices in VISUAL FOCALJSA TION mentioned above often work together with 
intersemiotic divergence in VISUAL AFFECT - VERBAL AFFECT interaction. For instance, 
intersemiotic divergence (committing the affect visually only) occurs in the 
representation of two other characters ('the father' and 'the Gorilla') respectively in the 
Condition and Transformation stages as seen through Hannah's eyes (see Table 5.14). 
Table 5.14: Hannah-father vs. Hannah-Gorilla (a visual comparison) 
Image 1 Image 2 
In the Condition stage, as far as affect is concerned, the story's verbiage contributes very 
little in describing 'the father's' emotional states. The images do, however, commit 
negative facial affect. This pattern of the intersemiotic divergence in committing affect 
visually only can also be found in the Transformation in representing 'the gorilla'. The 
story's verbiage again contributes very little in describing ' the gorilla's' emotional status. 
Compared to the negative facial affect of 'the father' in the Condition stage, the images 
shift significantly in depicting the mostly positive facial affect of 'the gorilla', supporting 
the transformation to the ideal father-daughter relationship. This provides contrasting 
scenes of character interactions and emotional states in relation to these interactions 
logogenetically. While failing to interact with 'the father', Hannah reads negativity on the 
face and feels isolated from the father and even the surroundings. While interacting with 
'the Gorilla' - Hannah's ideal fantasy father, Hannah reads positivity on the face and 
feels engaged. Furthern1ore, it is also useful to look at the choices made in AMBIENCE in 
Images 1 and 2 in Table 5.14. While sitting opposite 'the father', what Hannah sees is 
coloured as 'muted', 'cool' and 'removed'. While sitting opposite 'the gorilla', what 
Hannah sees is coloured as 'vibrant' and 'warm' but again 'removed', indicating that this 
is an unrealistic expectation of Hannah's and this is an ideal-fantasy father-daughter 
relationship in Hannah's imagination. 
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The choices made in VISUAL AFFECT - VERBAL AFFECT interaction, VISUAL 
FOCALISATION and AMBIENCE provoke feelings as well as other attitudes, in particular, 
judgment, from the young reader. The similar patterns seen in representing characters' 
affect shared by two stages serve as an invitation to compare and contrast between 'the 
father' and 'the Gorilla'. The comparison and contrast thus provoke judgment on what it 
means to have a good and harmonious parent~hild relationship. Indeed, the intersemiotic 
interplay serves as leading and guiding the young readers to the importance and the 
interpretation of an underlying father-daughter relationship 'theme' (Hasan 1985; Martin 
2008; cf. Chapter 2). The contrasting semiotic strategies made in constructing the 
Hannah-father and Hannah - the gorilla relationships narrows down the evaluative space 
by invoking negative judgment of the father-daughter relationship, condemning the cold, 
disengaging behaviour of the former and privileging the engaging and friendly one of the 
latter. 
This interpretation is in line with a more realistic reading of the picture book, as Bradford 
(1998:82) writes, ' ... Gorilla has generally been read in realistic terms, as the story of a 
neglectful father finally remembering his paternal obligation'. Bradford ( 1998) argues 
that symbolic readings should be taken into consideration, and a realistic reading 
'oversimplifies the complexity of the book's treatment of fatherhood' (Bradford 1998: 
82). In the case study of Gorilla, Bradford provides a more intuitive way of reading the 
text. It is particularly informative as it covers nearly every element presented in Browne's 
images. For instance, it discusses the 'imaginary of the map of Africa' and ' a background 
pattern (wall paper) in which the benign images of butterflies and flowers appearing' 
(Bradford 1998:80) in making symbolic meanings. A reading like this indeed opens up 
various ways of interpreting the multimodal story. A strong argument drawn from looking 
at the superman on the screen as well as Hannah's dancing posture is the possible 
interpretation of 'eroticism' rather than paternal love: 
Browne's approach in articulating the strength of the father's affection through the figure of the 
gorilla is a daring one, for the intertextual references to Superman narratives and to ballroom 
dancing carry the erotic charges of these associations. 
Bradford ( 1998: 81) 
These are valuable interoperations though they tend to be drawn mainly from the 
connotation of elements involved. A social semiotic approach would provide 
systematicity to the readings on the one hand, and on the other hand it provides clear 
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criteria for what is taken into consideration for the analysis, and what kind of 
reading/meaning this will possibly generate. It is inevitable that the close reading won't 
be able to cover all instances. 
5.5 Conclusion 
This chapter has provided descriptions, explanations and exemplifications of 
intersemiotic convergence and divergence in relation to affect and character 
representation) as two types of significant intersemiotic relationships found in Browne's 
picture books. It is demonstrated that in first introducing a protagonist, intersemiotic 
convergence can be used ideationally to assign identities to the character and 
interpersonally to construct his/her personality and to amplify affect. It is also illustrated 
that intersemiotic divergence can contribute to putting either meanings committed in the 
image or in the verbiage at risk, creating humour, drama and evaluative space, for 
instance, provoking evaluative reaction (i.e., judgment) of the readers. 
This chapter also presents a case study of Browne's canonical picture book Gorilla. In 
this case study, intersemiotic convergence and divergence in the commitment of affect is 
explored in relation to various character relationships as they unfold in the picture book 
narrative structure (Condition 1\ Crisis 1\ Transformation). This is done in relation to 
choices made in systems of VISUAL FOCALISATION and AMBIENCE to explain the creation 
of evaluative space. It is revealed how the use of these strategies can contribute to 
aligning the young readers to the interpretation of the father-daughter relationship theme. 
Therefore, on the one hand, the intersemiotic interplay in Gorilla can be seen as leading 
the interpretation to the preferred father-daughter (parent-child) relationship, which is 
caring, engaging understanding and sharing. On the other hand, the choices made in the 
visual and the verbal can be seen as Browne's pedagogical techniques for introducing 
young readers into the literary world. In deliberately selecting and combining semiotic 
resources in the visual and the verbal, texts such as Gorilla guide the young reader into a 
relevant interpretation of the story theme. They also acculturate the young reader into a 
certain way of seeing our everyday experiences, and they guide the young reader into an 
understanding and appreciation of the literary and aesthetic representation of emotions. 
In sum, while an account of intersemiotic convergence and divergence (with affect as the 
focus) by no means exhausts the intersemiotic interplay between the visual and the verbal 
in creating evaluative space, these two types of image-verbiage relationship undoubtedly 
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play a significant role, in particular logogenetically, in determining the reader's 
evaluative response to the story. As shown in the case study of Gorilla, intersemiotic 
convergence and divergence in relation to affect can be read in conjunction with choices 
from other interpersonal systems, namely VISUAL FOCALISA TION and AMBIENCE. In 
conjunction with these systems, an analysis in terms of the interplay of visual and verbal 
affect can further contribute to a more systematic and thorough account of the construal 
of evaluative space in picture book narratives. 
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Chapter6 
Conclusion and Future Directions 
6.1 Introduction 
This research investigated the evaluative effects achieved in Anthony Browne's bi-modal 
picture book stories. In order to do so, this research broke the task into three steps, 
addressing the following questions: 
• How are evaluative meanings created in the visual? 
• How are evaluative meanings created in the verbal texts? 
• How is evaluative space created through the visual-verbal interplay? 
Children's picture books are a site of education and enculturation and are celebrated for 
their distinctive way of manipulating two modes, the visual and the verbal. The visual-
verbal interplay in creating meanings in children's picture book stories has been a subject 
of study in various academic disciplines, providing significant insights into this genre (see 
Chapter 1 ). However, the picture book literature does not offer systematic and replicable 
kinds of intersemiotic analysis. For this reason, this research has taken a social semiotic 
approach in its investigation (see Chapter 2). 
In order to fulfil the aims and objectives of the current research, ten children's picture 
books written and illustrated by Anthony Browne were chosen as primary source of 
investigation. Furthermore, to investigate visual evaluative meanings and verbal 
evaluative meanings respectively, two corpuses, a face corpus (484 illustrations of faces) 
and a story corpus (10 verbal stories) were created. To examine visual evaluative 
meanings, this research concentrated on the construction of faces and realisation of facial 
affect in illustrations. Theoretically and methodologically, the examination of faces in the 
face corpus was separated into two planes, expression and content (Hjelmslev 
1943/1961). To examine verbal evaluative meanings, this research incorporated the 
APPRAISAL framework (Martin & White 2005) and linguistic approach in the 
investigation of the story family (Martin & Rose 2008). This enabled a focus on the affect 
inscribed in the verbal text and the generic staging of the story. To examine intermodal 
evaluative meanings, this research adopted the notion of intermodal complementarity 
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(Painter & Martin in press), examining the visual-verbal interplay according to systems 
and metafunctions. 
This research contributes to the following three aspects in relation to evaluative meanings 
in Browne's picture books. Firstly, it describes the creation of visual evaluative meanings, 
providing a systematic bi-stratal description of the construction of faces and the 
realisation of facial affect in illustrations. Secondly, it identifies a new sub-type of the 
genre narrative within the story family - intra-focal developmental narrative (which 
includes intra-personal and inter-personal developmental narrative). Thirdly, it 
demonstrates the creation of evaluative space through visual- verbal intersemiotic 
interaction. In this chapter, I will outline these three contributions and then discuss the 
limitations of the research and its further applications and extensions. 
6.1.1 Visual evaluative meanings 
In this research, the investigation of visual evaluative meanings focused on the 
examination of facial affect. Theoretically, it proposed a bi-stratal model for the 
investigation of illustrated faces, following Hjelmslev' s (1943/1961) notion of expression 
and content planes. The discussion of faces on the expression plane has demonstrated the 
following: 
• The construction of faces - it was demonstrated here how imagic resources such 
as dots, lines and shapes can be deployed skilfully in the construction of faces; 
• Three imagic registers - it was demonstrated here how different combinations of 
imagic resources can contribute to the construction of three types of illustrated 
faces , referred to here as Minimalist, Generic and Naturalistic. This typology can 
also be viewed topologically. Furthermore, it was shown here how different 
imagic registers can be chosen in depicting the same character differently as the 
story unfolds in Browne's work (see Figure 6.1); 
• Facial feature articulation - a description was given here of the orientations of 
head (i.e., up, down, left and right) and facial features (i.e., eyes, eyebrows and 
mouth). A system network of head and facial feature articulation was provided to 
specify the set of options available in depicting affect. 
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lmagic register 
minimalist to generic 
lmagic register 
naturalistic 
Figure 6.1: Imagic register shifts logogenetically (Into the Forest) 
The discussion of faces on the content plane has demonstrated three types of facial affect 
realised in illustrated faces: positive, neutral and negative. It was demonstrated here that 
facial affect is realised by the illustration of the head and facial feature orientations. For 
instance, negative facial affect is realised by the choices made in terms of head 
orientation (tilted-down) in combination with choices made in facial feature orientations 
(eyebrows' inner corner raised and mouth curved down). The discussion of faces on the 
content plane has also demonstrated the functions of the three imagic registers in relation 
to the construction of three types of character in Browne's picture books, anthropo-
morphic and zoomorphic characters, animal characters and human characters. 
The construction of faces and the realisation of facial affect constitute a system ofVISUAL 
AFFECT and its description extends the current social semiotic accounts of visual 
meaning. The thesis also showed the application of the system alongside other visual 
systems, those of SOCIAL DISTANCE (Kress & van Leeuwen 2006), AMBIENCE (Painter 
2008) and VISUAL FOCALISA TION (Painter 2007). In doing this it showed how the 
different interpersonal systems co-operate in the creation of meaning in one example of 
Browne's work (see Chapter 5). 
6.1.2 Verbal evaluative meanings 
In this research, the investigation of verbal evaluative meanings focused on the 
examination of the prosodic inscription of attitudes in stories and generic structure of the 
stories. Based on the examination of the story corpus, I have demonstrated that three 
types of story in the story family - narrative, exernplum and recount - can be found in 
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Browne's work. A significant contribution made here is the identification of different 
generic types in Browne's work, based on analysing the pattern of marked Themes and 
the nature of appraisal in the stories. 
In particular, I have identified a new sub-type of the narrative genre - the intra-focal 
developmental narrative, following and building on the linguistic approach to narrative 
(Labov & Waletzky 1967; Plum 1988/1998; Rothery 1991; Martin & Rose 2008). The 
intra-focal narrative centres on internal problems of a character (i.e., emotional insecurity 
and turbulence, or problems in self-perception), and also on internal problems within a 
relationship (i.e. , father-daughter relationship and relationships among family members). 
The former is referred to as intra-personal developmental narrative and the latter as inter-
personal developmental narrative in the current research (see Figure 6.2). 
narrative < 
Intra-focal 
narrative 
Extra-focal 
narrative 
I< 
Intra-personal 
developmental 
narrative 
Inter-personal 
developmental 
narrative 
Figure 6.2: Developmental narrative genre within the story family 
The intra-focal developmental narrative has a strong focus on interpersonal Issues, 
whether they are an individual character's internal emotional turbulence and 
psychological problems or the communication and negotiation of interpersonal 
relationships between characters. It has its own generic structure (see Figure 6.3). 
Condition A Crisis A Transformation 
•Intra-focal developmental narrative 
Figure 6.3: Generic structure of Intra-focal developmental narrative 
The Condition stage functions to set up character problems or problems between two or 
more characters. The Crisis stage functions to maximise the problem, creating a dilemma 
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and anticipating the release of tension. The Transformation stage is where problems are 
solved through the negotiation within the self or between self and the other. 
The thesis argues that the generic structure of the intra-focal developmental narrative 
leads the reader to the thematic message of the celebration of inner emotional stability, 
self-knowledge, self-contentment and individuality. This message is often underlined in 
intra-personal developmental narratives that are targeting relatively younger audiences, 
for instance, in picture books like Silly Billy and Willy the Wimp, providing guidance in 
terms of self-perception and self-hood in general. Interpersonal developmental narratives 
such as Gorilla and Piggybook serve to guide and lead young readers to an understanding 
of how interpersonal relationships are constantly negotiated and an understanding of 
socially preferred and valued behaviours in these negotiations. 
6.1.3 Intermodal evaluation 
In this research, the investigation of intermodal evaluation mainly focused on the creation 
of evaluative space through VISUAL AFFECT - VERBAL AFFECT interaction in Browne's 
work. Based on the systematic description of the realisation of facial affect provided in 
Chapter 3 and the understanding of generic structure and literary theme provided in 
Chapter 4, the last analytical chapter in this thesis investigated intersemiotic interplay in 
the instantiation of affect in Browne's picture books. It adopted Painter & Martin's (in 
press) model of intersemiotic convergence and divergence to do this, focussing on the 
complementary systems of VISUAL AFFECT and VERBAL AFFECT, together with character 
representation, in order to investigate intermodal evaluation. An intermodal text analysis 
was undertaken of individual story-pages from different books where characters are first 
introduced and of the logogenetic deployment of semiotic choices in an exemplum and an 
intra-focal narrative respectively. 
The findings presented in this chapter include a number of functions of intersemiotic 
convergence and divergence found on individual story-pages in Browne's picture books 
as shown in Table 6.1. 
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Table 6.1: Intersemiotic convergence and divergence and their functions 
Intersemiotic strategy 
Ideational convergence 
Interpersonal convergence 
Interpersonal divergence 
Functions 
identifying characters, setting point of departure for the 
story 
establishing character personality 
amplifying affect (where affect committed) 
invoking reader attitude (where affect not committed) 
creating drama, play, humour and suspense 
putting meaning created in either the image or the 
verbiage at risk 
overturning expectations 
invoking reader attitude 
In addition to the effects achieved on individual story pages, logo genetic analyses of two 
of Browne's stories showed in more detail how intersemiotic patterns create and guide the 
reader to negotiate evaluative space. In Willy the Champ the evaluative puzzle opened up 
by semiotic divergence in the Condition stage is resolved by an understanding of the 
story' s message. In Gorilla the analysis showed how the patterns of intersemiotic 
convergence and divergence play a significant role in constructing the dynamics of the 
changing relationships and invoking reader attitude. It also showed how VISUAL AFFECT -
VERBAL AFFECT interaction can interplay with other visual systems in this process. 
6.2 Limitations and future directions 
With all the contributions of the current research to the intermodal investigation of 
evaluative meanings in children's picture books, the study has its necessary limitations in 
scope, data and textual analysis. 
In terms of scope and data, the current research is limited in its focus on a selection of ten 
children's picture books written and illustrated by Anthony Browne. The description of 
facial affect should be tested on illustrations by other artists and on other forms of image 
such as photographs. Another limitation of the data is that it has only allowed the 
investigation of picture book stories found in the Anglo-Western tradition. It would be 
fruitful to examine evaluative meanings created in picture book stories from other cultural 
traditions. For example, in a Chinese picture book affect may be realised by different 
combinations of choices from the facial articulation network. 
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It would also be valuable to take up a cross-cultural approach to extend the analysis of 
stories presented here. In other cultures, the range of generic types may be different, 
perhaps due to different ideological orientations. For example, an intra-personal 
developmental narrative may be specific to Western culture because of the valuing of 
individuality and independence. A systematic study comparing the reading materials 
provided for the young in the English speaking world and, for example, in a Chinese-
speaking context, would be fruitful to demonstrate the cultural, epistemological, 
ideological and pedagogical significance underpinning them. 
In terms of the intermodal analysis of evaluative meaning, this research has had a primary 
focus on the interaction between VISUAL AFFECT and VERBAL AFFECT. Further study 
could expand the interpersonal analysis of picture books to the examination of other 
complementary systems, such as VISUAL FOCALISATION and VERBAL FOCALISATION. 
This study has already shown that other visual interpersonal systems play a significant 
role in the creation of evaluative meaning in picture books. 
In terms of scope and data, the current research is also limited in its lack of consideration 
of the actual 'reading' of the selected materials. It does not consider, for example, how 
young readers respond to Browne's picture book stories. Ethnographic approaches are 
becoming increasingly popular in applied linguistics including profiles of language use in 
the workplace or institution (e.g., Cameron, 2000; Holmes & Stubbe, 2003). Indeed, 
Blommaert (2005) argues that the functions of linguistic resources can no longer be 
presupposed when they travel across time, space and different orders of indexicality. 
Ethnographic approaches have been taken up in the study of how young readers read 
children's picture books and how the reading can contribute to their development in 
multi-literacy (Chan in press; Chan & Unsworth in press; Unsworth & Chan 2008, 2009). 
The current research could be extended by conducting ethnographic research in the 
school (institutional) context and investigating how young readers respond to the 
evaluative meanings constructed intermodally in Browne's picture books. For instance, 
how do they interpret the dynamics in the illustration of faces and facial expressions in 
Browne's picture book narratives? Do young readers react to the images emotionally? 
How do young readers interpret the thematic messages underpinning Browne's picture 
book narratives? 
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6.3 Concluding remarks 
Evaluative meaning is a crucial aspect of children's picture book stories. These stories are 
very important in apprenticing children into literacy and the literary world and we need to 
understand how their evaluative effects are achieved in order to assist in their pedagogic 
use. This research has clarified how evaluative meaning is created visually and through 
intersemiotic interactions in such materials. It is hoped that this thesis makes a 
contribution to the understanding of intermodal picture book stories. 
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Silly Billy 
Billy used to be a bit of a worrier. He worried about many things. Billy worried about 
hats1, and he worried about shoes. Billy worried about clouds, and rain. Billy 
even worried about giant birds. His dad tried to help. "Don't worry, lad," he said. 
"None of those things could happen. It's just your imagination." His mum tried too. 
"Don't worry, love," she said. "We won't let anything hurt you." But still Billy 
Worried. One night he had to stay with his grandma. But Billy couldn't sleep. He was 
too worried. He always worried about staying at other people's houses. Billy felt a bit 
silly, but at last he got up and went to tell his grandma. "Well fancy that, love," she said. 
"You 're not silly. When I was your age I used to worry like that. I've got just the thing 
for you." She went into her room and came out holding something. "These are worry 
dolls," she explained. "Just tell each of them one of your worries and put them under your 
pillow. They'll do all the worrying for you while you sleep." Billy told all his worried to 
the worry dolls. He slept like a log. The next morning Billy went home. That night he 
again told all his worries to the dolls. He slept like a stone. The next night Billy slept 
well, and the night after that. But the night after that Billy started to Worry. He 
couldn't stop thinking about the dolls - All those worries he'd given them. They 
must be so worried. It didn't seem fair. The next day Billy had an idea. He spent all day 
working at the kitchen table. It was difficult work and at first he made lots of mistakes 
and had to start again many times. But finally Billy produced something very special. 
Some worry dolls for the worry dolls! That night EVERYONE slept well. Billy-and all 
the worry dolls. And, after that, Billy didn't worry very much at all. And neither did his 
friends. Billy made worry dolls for ALL of them. 
1 Bold and larger font in original text 
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Willy the Wimp 
Willy wouldn't hurt a fly. Willy worried about stepping on tiny insect every time he went 
for a walk. When someone knocked into him, he always said, "Oh, I'm sorry!" Even 
when it wasn't his fault. Sometimes when he was out walking, the suburban gorilla gang 
bullied him. "Oh, I'm sorry!" said Willy when they hit him. The suburban gorillas called 
him Willy the Wimp. Willy hated that name. Willy the Wimp! One evening when Willy 
was reading his comic, he saw "DONT BE A WIMP! POST THIS NOW!" That sounds 
just the thing for me, thought Willy. So he sent some money to the address in the 
advertisement. He rushed to the door every morning to catch the postman. "Oh, I'm 
sorry!" said Willy when the postman brought nothing for him. But one day a package 
arrived ... This was it! Willy opened it excitedly. Inside was a book: it told Willy what to 
do .. . First some exercises. Then some jogging. Willy had to go on a special diet. He went 
to aerobics classes where everybody danced to disco music. Willy felt a bit silly. He 
learned how to box. And he went to a body-building club. Willy took up weight lifting, 
and gradually over weeks and months Willy got bigger ... and bigger ... and bigger ... AND 
BIGGER! Willy looked in the mirror. He liked what he saw. So when Willy walked down 
the street and saw the suburban gorillas attacking Millie ... They ran. "Oh ... Willy," said 
Millie. "What, Millie?" said Willy. "You're my hero, Willy," said Millie."Oh ... Millie," 
said Willy. Willy was proud. "I'm not a wimp!" A hero. BANG! "Oh, I'm sorry!" said 
Willy. 
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Willy the Champ 
Willy didn't seem to be any good at anything. He liked to read ... And listen to music 
... and walked in the park with his friend, Millie. Willy wasn't any good at soccer .. . He 
did try. Willy tried bike racing ... He really did try. Sometimes Willy walked to the pool. 
Other times he went to the cinema with Millie. But it was always the same. Nearly 
everyone laughed at him- no matter what he did. One day Willy was standing on the 
corner with the boys when a horrible figure appeared. It was buster Nose. And he had a 
horrible figure. The boys fled. Buster threw a vicious punch. Willy ducked . . . . .. then he 
stood up! "Oh, I'm sorry," said Willy, "are you alright?" Buster went home to his mum. 
Willy was the Champ. 
7 
Willy and Hugh 
Willy was lonely. Everyone seemed to have friends. Everyone except Willy. No-one let 
him join in any games; they all said he was useless. One day_ Willy was walking in the 
park ... minding his own business ... and Hugh Jape was running ... they met. "Oh, I'm so 
sorry," said Hugh. Willy was amazed. "But I'm sorry," he said, "I wasn't watching where 
I was going." "No, it was my fault," said Hugh. "I wasn't looking where I was going. I'm 
sorry." Hugh helped Willy to his feet. They sat down on a bench and watched the joggers. 
"Looks like they're really enjoying themselves," said Hugh. Willy laughed. Buster Nose 
appeared. "I've been looking for you, little wimp," he sneered. Hugh stood up. "Can I be 
of any help?" he asked. Buster left. Very quickly. So Willy and Hugh decided to go to the 
zoo. Then they went to the library, and Willy read to Hugh. As they were leaving the 
library, Hugh stopped suddenly ... He'd seen a TERRIFYING CREATURE ... "Can I be 
of any help?" asked Willy, and he carefully moved the spider out of the way. Willy felt 
quite pleased with himself. "Shall we meet up tomorrow?" asked Hugh. "Yes, that would 
be great," said Willy. And it was. 
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Willy the Wizard 
Willy loved football. But there was a problem- he didn't have any boots. He couldn't 
afford them. Willy went eagerly to the practice sessions every week. He ran and chased 
and harried, but no-one passed the ball to him. He was never picked for the team. One 
evening, when Willy was walking home past the old pie factory, he saw someone kicking 
a ball around. The stranger was wearing old-fashioned soccer gear, like the clothes Willy 
remembered his dad wearing. But he was good. Very good. Willy watched for a while 
and when the ball came over to him he kicked it back. They played silently together, 
passing the ball to and fro. Then the stranger did something very odd. He unlaced his 
boots, took them off, and without saying a word he handed them to Willy. Willy stared at 
them with wonder. When he looked up, no-one was there. Taking great care not to step on 
any cracks in the pavement, Willy carried the boots home. He cleaned and polished them 
until they looked new. Then he went slowly upstairs, counting every step (sixteen), 
washed his hands and face very thoroughly, brushed his pyjamas (always the top first, 
always with four buttons fastened), used the lavatory, and dived into bed. (He had to be in 
bed before the flushing stopped, for who knows what would happen if he wasn't?) Every 
morning he repeated all these actions in reverse. Every morning. For the next football 
practice Willy proudly took along his boots, but the other players weren't exactly 
impressed ...... until they saw him play. Wearing the old boots, Willy was fantastic! 
When the captain pinned up the team for next Saturday' s match, Willy could hardly 
believe his eyes. He was pleased that he ran all the way home (being very careful not to 
step on the cracks). Every day Willy wore his boots and practised shooting, dribbling, 
passing and heading. He got better and better. Willy was sure his boots were magic. 
Every evening Willy wore his boots and went back to the old pie factory. There was 
something curiously familiar about the stranger which made Willy want to see him again. 
But he was never there. On Friday night Willy went through his usual bedtime routine. 
He went slowly upstairs counting every step (still sixteen), washed his hands and face 
very thoroughly, brushed his teeth for exactly four minutes, put on his pyjamas (the top 
first, with four buttons fastened), used the lavatory, and dived into bed before the flushing 
stopped (phew!). But Willy was too excited to sleep. Even when he drifted off, he spent 
an uncomfortable night dreaming of disasters. In the morning, he woke up with a start. It 
was 9.45 and the match started at 10! He leaped out ofbed, threw on his clothes, raced 
down the stairs and dashed out of the door. Willy ran all the way to the football ground. 
When he got there the other players were already changed. The captain threw Willy his 
9 
kit and he put it on. Then the awful thought struck him ... HE HAD FORGOTTEN HIS 
BOOTS! Someone found him another pair. "Y-you don't understand ... "he said, but the 
team had already gone onto the pitch. The crowd's roar turned to laughter when Willy 
emerged from the dressing-room. Willy grinned, but inside he felt angry. The game 
started. Willy was amazed how fast it was. Within minutes the opposition had 
scored. One-nil! From the restart the ball shot out to Willy on the wing. He hadn' t time to 
think, he just ran with the ball at his feet. Willy was magic - the ball seemed to be 
attached to him by an invisible thread. He dribbled past three opponents and sent in a 
perfect cross. GOAL! It seemed that Willy could do no wrong. Every time he got the ball 
the opposition was mesmerised. The teams were very evenly matched. With seconds to 
go the score was still 1-1. The ball was passed to Willy in defence. He beat one player, 
then another, and another, and another, until he'd got past the whole team. Only the 
goalkeeper to beat. The keeper was huge and the net looked tiny. Could Willy do it? He 
could! The crowd was spellbound as Willy conjured up the perfect shot. GOALLLLL!! ! 
"WILLY THE WIZARD! WILLY THE WIZARD!" chanted the crowd. Later, on the 
way home, Willy thought about the boots and the stranger. and he smiled. 
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Piggybook 
Mr. Piggott lived with his two sons, Simon and Patrick, in a nice house with a nice 
garden, and a nice car in the nice garage. Inside the house was his wife. "Hurry up with 
the breakfast, dear," he called every morning, before he went off to his very important 
job. "Hurry up with the breakfast, Mum," Simon and Patrick called before they went off 
to their very important school. After they left the house, Mrs. Piggott washed all the 
breakfast things ... made all the beds ... vacuumed all the carpets ... and then she went to 
work. "Hurry up with the meal, Mum," the boys called every evening when they came 
home from their very important school. "Hurry up with the meal, old girl," Mr Piggott 
called every evening when he came home from his very important job. As soon as they 
eaten, Mrs Piggott washed the dishes ... washed the clothes ... did the ironing ... and then 
she cooked some more. One evening when the boys got home from school there was no-
one to greet them. "Where's Mum?" demanded Mr Piggott when he got home from work. 
She was nowhere to be found. On the mantelpiece was an envelope. Mr Piggott opened it. 
Inside was a piece of paper. "You are pigs." "But what shall we do?'' said Mr Piggott. 
They had to make their own meal. It took hours. And it was horrible. Next morning they 
had to make their own breakfast. It took hours. And it was horrible The next day and the 
next night and the day after that, Mrs Piggott was still not there. Mr Piggott, Simon and 
Patrick tried to look after themselves. They never washed the dishes. they never washed 
their clothes. Soon the house was like a pigsty. "When is Mum coming home?'' the boys 
squealed after another horrible meal. "How should I know?" Mr Piggott grunted. They all 
became more and more grumpy. One night there was nothing in the house for them to 
cook. "We'll just have to root around and find some scraps," snorted Mr Piggott. And just 
then Mrs Piggott walked in. "P-L-E-A-S-E come back," they snuffled. So Mrs Piggott 
stayed. Mr Piggott washed the dishes. Patrick and Simon made the beds. Mr Piggott did 
the ironing. And they all helped with the cooking. They actually enjoyed it! Mum was 
happy too ... She mended the car. 
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Gorilla 
Hannah loved gorillas. She read books about gorillas, she watched gorillas on television, 
and she drew pictures of gorillas. But she had never seen a real gorilla. Her father didn' t 
have time to take her to see one at the zoo. He didn't have time for anything. He went to 
work every day before Hannah went to school, and in the evening he worked at home. 
When Hannah asked him a question, he would say, "Not now. I'm busy. Maybe 
tomorrow." But the next day he was always too busy. "Not now. Maybe at the weekend," 
he would say. But at the weekend he was always too tired. They never did anything 
together. The night before her birthday, Hannah went to bed tingling with excitement -
she had asked her father for a gorilla! In the middle of the night, Hannah woke up and 
saw a very small parcel at the foot of the bed. It was a gorilla, but it was just a toy. 
Hannah threw the gorilla into a corner with her other toys and went back to sleep. ln the 
night something amazing happened. Hannah was frightened. "Don't be frightened, 
Hannah," said the gorilla, "I won' t hurt you. I just wondered if you 'd like to go to the 
zoo." The gorilla had such a nice smile that Hannah wasn't afraid. "I'd love to," she said. 
They both crept downstairs, and Hannah put on her coat. The gorilla put on her father's 
hat and coat. "A perfect fit," he whispered. They opened the front door, and went outside. 
"Come on then, Hannah," said the gorilla, and he gently lifted her up. Then they were off, 
swinging through the trees towards the zoo. When they arrived at the zoo it was closed, 
and there was a high wall all around. "Never mind," said the gorilla, "up and over!" They 
went straight to the primates. Hannah was thrilled. So many gorillas! The gorilla took 
Hannah to see the orang-utan, and a chimpanzee. She thought they were beautiful. But 
sad. "What would you like to do now?" the gorilla asked. "I'd love to go to the cinema," 
said Hannah. So they did. Afterwards they walked down the street together. "That was 
wonderful," said Hannah, "but I'm hungry now." "Okay," said the gorilla, "we'll eat." 
"Time for home?'' asked the gorilla. Hannah nodded, a bit sleepily. They danced on the 
lawn. Hannah had never been so happy. "You'd better go in now, Hannah," said the 
gorilla. "See you tomorrow." "Really?" asked Hannah. The gorilla nodded and smiled. 
The next morning Hannah woke up and saw the toy gorilla. She smiled. Hannah rushed 
downstairs to tell her father what had happened. "Happy birthday, love," he said. "Do you 
want to go to the zoo?" Hannah looked at him. She was very happy. 
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Voices in the Park 
First voice 
It was time to take Victoria, our pedigree Labrador, and Charles, our son, for a walk. 
When we arrived at the park, I let Victoria off her lead. Immediately some scruffy 
mongrel appeared and started bothering her. I shooed it off, but the horrible thing chased 
her all over the park. I ordered it to go away, but it took no notice of me whatsoever. 
"Sit," I said to Charles, "Here." I was just planning what we should have to eat that 
evening when I saw Charles had disappeared. Oh dear! Where had he gone? You get 
some frightful types in the park these days! I called his name for what seemed like an age. 
Then I saw him talking to a very rough-looking child. "Charles, come here. At once!" I 
said. "And come here please, Victoria." We walked home in silence. 
Second Voice 
I needed to get out of the house, so me and Smudge took the dog to the park. He loves it 
there. I wish I had half the energy he's got. I settled on a bench and looked through the 
paper for a job. I know it's a waste of time really, but you've got to have a bit of hope, 
haven't you? Then it was time to go. Smudge cheered me up. She chatted happily to me 
all the way home. 
Third Voice 
I was at home on my own again. It's so boring. Then Mummy said that it was time for our 
walk. There was a very friendly dog in the park and Victoria was having a great time. I 
wish I was. "D' you wanna come on the slide?" a voice asked. It was a girl, unfortunately, 
but I went anyway. She was brilliant on the slide, she went really fast, I was amazed. The 
two dogs raced round like old friends . The girl took off her coat and swung in the 
climbing frame, so I did the same. I'm good at climbing trees, so I showed her how to do 
it. She told me her name was Smudge -a funny name, I know, but she is quite nice. Then 
Mummy caught us talking together and I had to go home. Maybe Smudge will be there 
next time? 
Fourth Voice 
Dad had been really fed up, so I was pleased when he said we could take Albert to the 
park. Albert's always in such a hurry to be let off his lead. He went straight up to his 
lovely dog and sniffed its bum (he always does that). Of course, the other dog didn't 
mind, but its owner was really angry, the silly twit. I got talking to this boy. I thought he 
was a bit of a wimp at first, but he's okay. We played on the see-saw and he didn' t say 
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much, but later on he was a bit more friendly. We both burst out laughing when we saw 
Albert having a swim. Then we all played on the bandstand, and I felt really, really 
happy. Charlie picked a flower and gave it to me. Then his mum called him and he had to 
go. He looked sad. When I got home I put the flower in some water, and made Dad a nice 
cup oftea. 
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Zoo 
My family. Me My brother Dad Mum. Last Sunday we all went to the zoo. Me and my 
brother were really excited. But there were masses of cars on the road, and it took ages to 
get there. After a while Harry and I got really bored. So we bad a fight. Harry started 
crying and Dad told me off. It's not fair, be never tells Harry off, it's always my fault. 
What kind of jam do you get stuck in? asked Dad. I don't know, said Harry. "A traffic 
jam!" roared Dad. Everyone laughed except Mum and Harry and me. When we fmally 
got there Dad had to have a row with the man in the ticket booth. He tried to say that 
Harry was only four, and should get in half-price. (He's five-and-a-half actually.) 
"Daylight robbery!" Dad snarled. Sometimes he can be really embarrassing. We hadn't 
got a map of the zoo so we just wandered round. Me and my brother wanted to see the 
gorillas and monkeys, but we had to see all these boring animals frrst. We went into the 
elephant house which was really smelly. The elephant just stood in a comer stuffing its 
face. Mum had brought some chocolate and Harry and I were starving. "Can we have it 
now?" I asked. "No, not yet" said Dad. "Why not?" whined Harry. "Because," said Dad. 
"Because what?" I asked. "Because I say so," said Dad. It seemed he was in one of his 
moods. Then we saw the tigers. One of them was just walking along a wall of the cage, 
then turning round and walking all of the way back. Then it would start again. "Poor 
thing," said Mum. "You wouldn't say that if it was chasing after you," snorted Dad. 
"Look at those nasty teeth!" Harry and I were getting really hungry, "Can't we have lunch 
now?" I asked. "But we've only just go here," said Mum. It seemed like we'd been there 
for hours. My brother thumped me, so I kicked him and we wrestled for a bit, then Dad 
told me off. We looked at the penguins next. I usually find penguins funny when I see 
them on the telly, but all I could think of was food. "What animal can you eat at the zoo?" 
asked Dad. "Don't know," I groaned. "A hot dog!" howled Dad. He was holding his 
stomach and laughing so much that tears were rolling down his face. "Come on, boys," 
said Mum, let's get something to eat. The cafe was great. I had burger and chips and 
beans and loads of tomato ketchup, and a chocolate ice-cream with raspberry sauce. It 
was brilliant. After that we went into the gift shop to spend our pocket money. We each 
bought a funny monkey hat. "Which one is the monkey?" jeered you-know-who. Then we 
had to go and see the polar bear. It looked really stupid, just walking up and down, up and 
down. Next we saw the baboons, and they were a bit more interesting. Two of them had a 
fight. "They remind me of someone," said Mum. I can't think who." The orange-utan 
crouched in a comer and didn't move. We tried shouting at it and banging on the glass, 
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but it just ignored us. Miserable thing. Finally we found the gorillas, they were quite 
good. Of course Dad had to do his King Kong impersonation, but luckily we were the 
only ones there. Then it was time to go home. In the car Mum asked us what was the best 
bit of the day. I said the burger and chips and beans, and Harry said the monkey hats. Dad 
said the best bit was going home, and asked her what was for dinner. "I don't think the 
zoo really is for animals," said Mum. "I think it's for people." That night I had a very 
strange dream. Do you think animals have dreams? 
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Into the Forest 
One night I was woken up by a terrible sound. The next morning all was quiet. Dad 
wasn't there. I asked Mum when he was coming back but she didn't seem to know. I 
missed Dad. The next day Mum asked me to take a cake to Grandma, who was poorly. I 
love Grandma. She always tells me such fantastic stories. There are two ways to get to 
Grandma's house: the long way round, which takes ages, or the short way through the 
forest. "Don't go into the forest," said Mum. "Go the long way round.'' But that day, for 
the first time, I chose the quick way. I wanted to be home in case Dad came back. After a 
short while_! saw a boy. "Do you want to buy a nice milky moo-cow?" he asked. "No," I 
said. (Why would I want a cow?) "I'll swap it for that sweet fruity-cake in your basket," 
he said. "No, it's for my poorly grandma," I said, and walked on. "I'm poorly," I heard 
him saying, "I'm poorly ... "As I went further into the forest I met a girl with golden hair. 
"What a sweet little basket," she said. "What's in it?" "A cake for my grandma. She's 
poorly." "I'd like a lovely cake like that," she said. I walked on and could hear her saying, 
"But it's a lovely little cake, I'd like one like that ... "The forest was becoming darker and 
colder, and I saw two other children huddling by a fire."Have you seen our dad and 
mum?" the boy asked. "No, have you lost them?""They're cutting wood in the forest 
somewhere," said the girl, "but I wish they'd come back."As I walked on I could hear the 
dreadful sound of the girl crying, but what could I do? I was getting very cold and wished 
that I'd brought a coat. Suddenly I saw one. It was nice and warm, but as soon as I put it 
on I began to feel scared. I felt that something was following me. I remembered a story 
that Grandma used to tell me about a bad wolf. I started to run, but I couldn't find the 
path. I ran and ran, deeper into the forest, but I was lost. Where was Grandma's house? At 
last - there it was! I knocked on the door and a voice called out, "Who's there?" But it 
didn't really sound like Grandma's voice. "It's me. I've brought a cake from Mum." I 
pushed the door open a little. "Come in, dear," the strange voice called. I was terrified. I 
slowly crept in. There in Grandma's bed was ... Grandma! "Come here, love," she sniffed. 
"How are you?" Then, I heard a noise behind me and turned around ... DAD! I told them 
everything that had happened. We all had a hot drink and I ate two pieces of Mum's 
delicious cake. Then we said goodbye to Grandma, who was feeling much better. And 
Mum came out, smiling. 
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Appendix 3.1: Faces and three imagic registers 
Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 12 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 13 Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 14 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 19 I 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detai I Gorilla 19 2 Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Detail Gorilla 22 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 24 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Detail Gorilla 25 
20 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Gorilla 26 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Detail Voices in the park_9 
21 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Voices in the park_13 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Voices in the park_16 Naturalistic Naturalistic Naturalistic 
22 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Voices in the park_l7 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Voices in the park_l9 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Detail Voices in the park_20 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Zoo 18&19 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
25 
Image Eyes Nose Mouth 
Mirumalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
26 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
' 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist · Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
28 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
29 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
30 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
, 
Naturalistic Naturalistic Naturalistic 
31 
Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Silly Billy_8 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Silly Billy _9 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Silly Billy _14 Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Deta i I Silly Billy _1 5 Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Detail Silly Billy _21 
Minimalist Minimalist Minimalist 
~ 
Generic Generic Generic 
Detail Silly Billy_ 22 Naturalistic Naturalistic Naturalistic 
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Image Eyes Nose Mouth 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Naturalistic Naturalistic Naturalistic 
Minimalist Minimalist Minimalist 
Generic Generic Generic 
Detail Silly Billy_mother Naturalistic Naturalistic Naturalistic 
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Image 
Detail Silly Billy_ worried 
dolls 
Eyes 
Minimalist 
Generic 
Naturalistic 
Nose Mouth 
Minimalist Minimalist 
Generic Generic 
Naturalistic Naturalistic 
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Appendix 3.2: Illustrated faces coding system 
1 
2 
3 Head 
frontal 
turn 
(o·- go·) 
turn (90. ) 
tilted 
(down, left) 
~ 
lll! 
41 
4 
De tion 
titled 
(down, right) 
tilted (up) 
titled (down) 
titled 
(up, right) 
Eyebrows I not depicted 
[)I~ 1m!li011 
-..;· 
, . 
. { \ " ~~ 
'~ ,..,. 
~~·.,~ 
42 
Desc 
5 
raised (inner) 
6 
neutral 
Eyes I up (left) 
down 
right 
closed 
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Des 
Mouth 
neutral 
up curved 
down curved 
round 
(showing teeth) 
E 
44 
uon 
Appendix 4.1 Appraisal analysis of story corpus 
[ 4.1] Silly Billy 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
worrier Billy -sec narrator 
worried he -sec Many things narrator 
worried Billy -sec hats narrator 
worried he -sec shoes narrator 
worried Billy -sec clouds and rain narrator 
worried Billy -sec giant birds narrator 
Don't worry" Billy neg- sec Dad" 
Don't worry" Billy neg-sec Mum" 
worried Billy -sec narrator 
(too) worried Billy -sec narrator 
(always) worried he -sec staying at other narrator 
people's houses 
(too worried) couldn't Billy t, -sec Billy narrator 
sleep 
(a bit) silly Billy -cap 
not silly Billy neg -cap grandma" 
worry (like that) grandma" -sec r (grandma 
herself) 
worrying grandma" -sec 
worried Billy -sec narrator 
worries Billy -sec narrator 
well Billy's (sleep) + reac narrator 
L1f.: 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
worry Billy -sec 
worries Billy -sec 
worried Billy -sec They (worried dolls) 
(didn~t seem) fair Billy neg -ten It 
difficult -com Work narrator 
special + reac Billy produced narrator 
well everyone's + reac narrator 
(sleep) 
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[ 4.2] Willy the Wimp 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
worried Willy -sec (about) stepping on tiny insect narrator 
Sorry" Willy -ten (when) someone knocked into him narrator 
wasn't his fault neg,- ten it (someone knocked into him) narrator 
Sorry" Willy -ten (when) they hit him narrator 
wimp suburban gorillas -cap Willy narrator 
hated Willy -hap that name narrator 
Sorry" Willy -ten the postman brought nothing for narrator 
him 
excitedly Willy +hap opens the package narrator 
special + reac diet narrator 
Silly' Willy -cap danced to disco music narrator 
liked He +sat what he saw narrator 
hero" Millie +cap You (Willy) narrator 
proud Willy +sat narrator 
not a wimp" Willy neg- cap I narrator 
Hero' Willy +cap (I) narrator 
Sorry" Willy -ten narrator 
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[ 4.3] Willy the Champ 
Appraising items 
didn't seem to be any 
good at anything 
liked 
(liked) 
(liked} 
laughed af 
horrible 
horrible 
fled3 
vicious 
sorry" 
alright" 
Champ 
2 Behavioral surge 
3 Behavioral surge 
Emoter Affect 
Willy 
He +des 
(He) +des 
(He) +des 
Nearly everyone 
The boys -sec 
Willy 
You (Buster Nose) 
Willy 
Judgment Appreciation Trigger Source 
neg+ cap Willy narrator 
to read, 
listen to music 
Walk in the park with 
his friend, Millie 
-cap him (Willy) 
- reac figure narrator 
- reac figure narrator 
Buster Nose narrator 
- reac Punch 
-ten 
+ reac Willy" 
+cap narrator 
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[ 4.4] Willy and Hugh 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
lonely Willy -hap narrator 
useless they -cap Willy narrator 
sorry" Hugh -ten it (bump into each other) narrator 
amazed Willy +hap narrator 
sorry" Willy -ten it (bump into each other) narrator 
fauW' Hugh -ten it (bump into each other) narrator 
sorry" Hugh -ten it (bump into each other) narrator 
enjoying" they +hap themselves (jogging) Hugh" 
/aug heel Willy +hap (what Hugh had said) narrator 
wimp" Buster Nose -cap Willy narrator 
TERRIFYING -sec CREATURE narrator 
carefully he (Willy) +com narrator 
pleased Willy +sat himself narrator 
great" Willy + reac meet up tomorrow narrator 
4 Behavioral surge 
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[ 4.5] Willy the Wizard 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
loved Willy +des football narrator 
eagerly Willy +des practice sessions narrator 
old-fashion - reac soccer gear narrator 
good +cap he5 (the stranger) narrator 
(very) good +cap he (the stranger) narrator 
(very) odd - reac (the stranger did) something narrator 
(with) wonder Willy -sec (boots) narrator 
great Willy + reac care narrator 
proudly Willy +cap His boots narrator 
(weren't) impressed the other players neg +reac (His boots) narrator 
fantastic + reac Willy narrator 
pleased He (willy) +sat narrator 
better and better Willy +cap narrator 
magic Willy' + reac his boots 
curiously Willy -sec something 
familiar Willy + reac something 
(too) excited Willy +hap (the game) 
uncomfortable Willy - reac night 
disasters Willy -val 
awful Willy - reac thought 
roar The crowd 
5 Halliday and Hasen' s the cohesion of English discusses "anothroric" and "exophoric" relationships 
5l 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
laughter The crowd 
grinned Willy +hap 
angry he (Willy) -hap 
amazed Willy +hap 
magic +cap Willy 
evenly +cap The teams 
perfect + reac shot narrator 
Willy the Wizard The crowd" +cap (Willy) The crowd" 
smile he (Willy) +hap 
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[ 4.6] Piggybook 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
nice + reac house narrator 
nice + reac garden narrator 
nice + reac car narrator 
nice + reac garage narrator 
important +val job narrator 
important +val school narrator 
important +val school narrator 
important +val job narrator 
pigs" Mrs Piggott -prop you (Mr Piggott and the boys} narrator 
horrible - reac it (the meal) narrator 
horrible - reac it (their breakfast} narrator 
pigsty -com The house narrator 
squealed the boys narrator 
horrible - reac meal narrator 
grunted Mr Piggott narrator 
grumpy they -hap narrator 
snorted Mr Piggott narrator 
snuffled they (Mr Piggott and the boys} narrator 
enjoyed they (Mr Piggott and the boys} +sat narrator 
happy Mum +hap narrator 
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-·-··--·· 
[ 4. 7] Gorilla 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
loved Hannah +des gorillas 
busy father" -com father" 
(always too) busy -com He (father) narrator 
(always too) tired - com He (father) narrator 
excitement Hannah +hap 
amazing + reac somet hing 
frightened Hannah -sec something amazing 
Don't be frightened Hannah neg -sec gorilla" 
like Hannah' +des go to the zoo Gorilla" 
nice + reac (gorilla's) smile narrator 
wasn't afraid Hannah neg -sec 
love Hannah" +des (go to the zoo) 
perfect gorilla" + reac (coat) fit 
thrilled Hannah +sat 
beautiful Hannah' + reac they (orang-utan and chimpanzee) 
sad Hannah' -hap they (orang-utan and chimpanzee) 
like Hannah' +des do gorilla" 
love Hannah" +des go to the cinema 
wonderful Hannah" + reac that 
{so) happy Hannah +hap 
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Appraising items Emoter Affect Judgment Appreciation Trigger Source 
smiled gorilla +hap 
smi/ecf Hannah +hap 
want' Hannah' +des Father" 
happy She (Hannah) +hap 
6 Surge of behaviour 
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[ 4.8] Voices in the Park 
Perspective Appraising items Emoter Affect Judgment Appreciation Trigger Source 
First Voice 
scruffy I - reac mongrel 
bothering I -ten (mongrel) 
horrible I - reac thing 
frightful I -sec types 
rough-looking I - reac child 
Second Voice 
loves He +des I (narrator) 
wish I +des 
hope I +des 
cheered up I +hap 
happily I +hap She (Smudge) 
Third Voice 
friendly I +prop dog 
great Victoria's + reac I (narrator) 
(mood) 
wish I +des having a great time 
wanna" you +des A voice" 
unfortunately I - reac It was a girl 
brilliant she + reac I (narrator) 
fast She (went) I (narrator) 
amazed I +reac 
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Perspective Appraising items Emoter Affect Judgment Appreciation Trigger Source 
First Voice 
good at I +cap climbing trees 
funny I - reac name 
nice I + reac she 
Fourth Voice 
lovely I + reac dog 
didn't mind The other neg- reac sniffed its 
dog bum 
angry I -hap the dog's 
owner 
silly twit I -cap the dog's 
owner 
wimp I -cap this boy 
okay I +cap he (the boy) 
friendly I + reac he (the boy) 
happy I +hap 
sad I -hap he (the boy) 
nice I + reac cup of tea 
lovely I + reac dog 
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[4.9] Zoo 
Appraising items Emoter Affect Judgment Appreciation Trigger Source 
(really) bored Harry and I - reac narrator (I) 
crying Harry -hap narrator (I) 
not fair narrator (I) neg+ ten It (dad told me off) 
fault narrator (I) -prop It 
Daylight robbery! Dad" -ten (no half prize for Harry) 
(really) embarrassing narrator (I) - reac Dad 
boring narrator (I) - reac animals 
(really )smelly narrator (I) - reac elephant house 
whined narrator (I) -hap Harry 
in one of his moods narrator (I) -ten Dad 
poor Mum" -cap thing (tiger) narrator (I) 
nasty Dad" - reac teeth narrator (I) 
funny narrator (I) + reac penguins 
groaned narrator (I) -hap 
laughing narrator (I) +hap He (dad) 
great narrator (I) + reac The cafe 
brilliant narrator (I) + reac It (lunch) 
funny narrator (I) + reac monkey hat 
(really) stupid narrator (I) -cap It (the polar bear) 
(a bit more) interesting narrator (I) + reac They (the baboons) 
miserable narrator (I) -hap thing (the orange-utan) 
(quite) good narrator (I) + reac they (the gorillas) 
luckily narrator (I) +val We were the only ones there 
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Appraising items 
(the) best 
(the) best 
Emoter 
Mum" 
Dad" 
Affect Judgment Appreciation Trigger 
+ reac ... bit of the day 
+ reac ... bit 
Source 
narrator (I) 
narrator (I) 
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[ 4.10] Into the Forest 
Appraising items Appraiser Affect Judgment Appreciation Appraised Source 
terrible I - reac sound 
missed I +des t, -reac Dad 
poorly I -cap Grandma 
love I +des Gandma the boy" 
fantastic I + reac stories the boy" 
wanted I +des to be home 
Want he" you +des buy cow 
poorly I -cap She 
(grandma) 
like I (she") +des cake she" 
lovely I (she") + reac cake she" 
darker I - reac the forest 
colder I - reac the forest 
wish I" the girl" 
dreadful I - reac sound 
crying the girl -hap 
cold I - reac 
wished I +des I'd brought a 
coat 
nice I + reac It (coat) 
warm I + reac It (coat) 
scared I -sec 
bad I -ten wolf 
60 
Appraising items Appraiser Affect Judgment Appreciation Appraised Source 
I" strange +des (I) 
dear voice" 
terrified I -sec 
• 
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Appendix 4.2 Genre analysis of story corpus 
[ 4.1] Silly Billy 
Orientation 
Billy used to be a bit of a worrier. 
He worried about many things ... 
Billy worried about hats, 
and he worried about shoes. 
Billy worried about clouds, and rain. 
Billy even worried about giant birds. 
His dad tried to help. 
"Don't worry, lad," he said. "None of those things could happen. It's just your 
imagination." 
His mum tried too. 
"Don't worry, love," she said. "We won't let anything hurt you." 
But still Billy Worried. 
Crisis 
One night he had to stay with his grandma. 
But Billy couldn't sleep. 
He was too worried. 
He always worried about staying at other people's houses. 
Transformation 
Billy felt a bit silly, but at last he got up and went to tell his grandma. 
"Well fancy that, love," she said. 
"You 're not silly. When I was your age I used to worry like that. I've got just the thing 
for you." 
She went into her room and came out holding something. 
"These are worry dolls," she explained. 
"Just tell each of them one of your worries and put them under your pillow. They'll do all 
the worrying for you while you sleep." 
Billy told all his worried to the worry dolls. 
He slept like a log. 
The next morning Billy went home. That night he again told all his worries to the dolls. 
He slept like a stone. 
The next night Billy slept well, and the night after that. 
But the night after that Billy started to Worry. 
He couldn't stop thinking about the dolls- All those worries he'd given them ... 
They must be so worried. 
It didn't seem fair. 
The next day Billy had an idea. 
He spent all day working at the kitchen table. 
It was difficult work and at first he made lots of mistakes and had to start again many 
times. 
But finally Billy produced something very special. .. Some worry dolls for the worry dolls! 
That night EVERYONE slept well. 
Billy- and all the worry dolls. 
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[ 4.2] Willy the Wimp 
Orientation 
Willy wouldn't hurt a fly. 
.. - ~ ~ - ·---- · ---------
Willy worried about stepping on tiny insect every time he went for a walk. 
When someone knocked into him, he always said, "Oh, I'm sorry!" 
Even when it wasn' t his fault. 
Sometimes when he was out walking, the suburban gorilla gang bullied him. 
"Oh, I'm sorry!" said Willy when they hit him. 
Crisis 
The suburban gorillas called him Willy the Wimp. 
Willy hated that name. 
Willy the Wimp! 
Transformation (Quxi) 
One evening when Willy was reading his comic, 
he saw ... "DONT BE A WIMP! POST THIS NOW!" 
That sounds just the thing for me, thought Willy. 
So he sent some money to the address in the advertisement. 
He rushed to the door every morning to catch the postman. 
"Oh, I'm sorry!" said Willy when the postman brought nothing for him. 
But one day a package arrived ... This was it! 
Willy opened it excitedly. 
Inside was a book: it told Willy what to do ... 
First some exercises. 
Then some jogging. 
Willy had to go on a special diet. 
He went to aerobics classes where everybody danced to disco music. 
Willy felt a bit silly. 
He learned how to box. 
And he went to a body-building club. 
Willy took up weight lifting, 
and gradually over weeks and months Willy got bigger ... and bigger ... and bigger ... AND 
BIGGER! 
Willy looked in the mirror. 
He liked what he saw. 
So when Willy walked down the street and saw the suburban gorillas attacking Mil1ie 
... They ran. 
"Oh ... Willy," said Millie. 
"What, Millie?" said Willy. 
"You're my hero, Willy," said Millie. 
"Oh .. . Millie," said Willy. 
Willy was proud. 
"I'm not a wimp!" A hero. 
BANG! "Oh, I'm sorry!" said Willy. 
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[ 4.3] Willy the Champ 
Orientation 
Willy didn't seem to be any good at anything. 
He liked to read ... 
And listen to music ... 
and walked in the park with his friend, Millie. 
Willy wasn't any good at soccer ... 
He did try. 
Willy tried bike racing ... 
He really did try. 
Sometimes Willy walked to the pool. 
Other times he went to the cinema with Millie. 
But it was always the same. 
Nearly everyone laughed at him- no matter what he did. 
Incident 
One day Willy was standing on the comer with the boys when a horrible figure appeared. 
It was buster Nose. And he had a horrible figure. 
The boys fled. 
Buster threw a vicious punch. 
Willy ducked ...... then he stood up! 
"Oh, I'm sorry," said Willy, "are you alright?" 
Buster went home to his mum. 
Interpretation 
Willy was the Champ. 
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[ 4.4] Willy and Hugh 
Orientation 
Willy was lonely. 
Everyone seemed to have friends. 
Everyone except Willy. 
No-one let him join in any games; 
they all said he was useless. 
Incident 
One day Willy was walking in the park ... minding his own business ... and Hugh Jape was 
running .. . they met. 
"Oh, I'm so sorry," said Hugh. 
Willy was amazed. 
"But I'm sorry," he said, "I wasn't watching where I was going." 
"No, it was my fault," said Hugh. " I wasn't looking where I was going. I'm sorry." 
Hugh helped Willy to his feet. 
Transformation 
They sat down on a bench and watched the joggers. 
"Looks like they're really enjoying themselves," said Hugh. 
Willy laughed. 
Buster Nose appeared. 
"I've been looking for you, little wimp," he sneered. 
Hugh stood up. 
"Can I be of any help?" he asked. 
Buster left. 
Very quickly. 
So Willy and Hugh decided to go to the zoo. 
Then they went to the library, and Willy read to Hugh. 
As they were leaving the library, Hugh stopped suddenly .. . He' d seen a TERRIFYING 
CREATURE ... 
"Can I be of any help?" asked Willy, and he carefully moved the spider out ofthe way. 
Willy felt quite pleased with himself. 
"Shall we meet up tomorrow?" asked Hugh. 
"Yes, that would be great," said Willy. 
And it was. 
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[ 4.5] Willy the Wizard 
Orientation 
Willy loved football. 
Complication 
But there was a problem- he didn't have any boots. 
He couldn' t afford them. 
Willy went eagerly to the practice sessions every week. 
He ran and chased and harried, but no-one passed the ball to him. 
He was never picked for the team. 
Resolution 
One evening, when Willy was walking home past the old pie factory, he saw someone 
kicking a ball around. 
The stranger was wearing old-fashioned soccer gear, like the clothes Willy remembered 
his dad wearing. 
But he was good. 
Very good. 
Willy watched for a while and when the ball came over to him he kicked it back. 
They played silently together, passing the ball to and fro. 
Then the stranger did something very odd. 
He unlaced his boots, took them off, and without saying a word he handed them to Willy. 
Willy stared at them with wonder. When he looked up, no-one was there. 
Taking great care not to step on any cracks in the pavement, Willy carried the boots home. 
He cleaned and polished them until they looked new. 
Then he went slowly upstairs, counting every step (sixteen), washed his hands and face 
very thoroughly, brushed his pyjamas (always the top first, always with four buttons 
fastened), used the lavatory, and dived into bed. (He had to be in bed before the flushing 
stopped, for who knows what would happen if he wasn't?) 
Every morning he repeated all these actions in reverse. 
Every morning. 
For the next football practice Willy proudly took along his boots, but the other players 
weren't exactly impressed ... ... until they saw him play. 
Wearing the old boots, Willy was fantastic! 
When the captain pinned up the team for next Saturday's match, Willy could hardly 
believe his eyes. 
He was pleased that he ran all the way home (being very careful not to step on the cracks). 
Every day Willy wore his boots and practised shooting, dribbling, passing and heading. 
He got better and better. 
Willy was sure his boots were magic. 
Every evening Willy wore his boots and went back to the old pie factory. 
There was something curiously familiar about the stranger which made Willy want to see 
him again. 
But he was never there. 
On Friday night Willy went through his usual bedtime routine. 
He went slowly upstairs counting every step (still sixteen), washed his hands and face 
very thoroughly, brushed his teeth for exactly four minutes, put on his pyjamas (the top 
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first, with four buttons fastened), used the lavatory, and dived into bed before the flushing 
stopped (phew!). 
But Willy was too excited to sleep. Even when he drifted off, he spent an uncomfortable 
night dreaming of disasters. 
In the morning, he woke up with a start. 
It was 9.45 and the match started at 10! 
He leaped out of bed, threw on his clothes, raced down the stairs and dashed out of the 
door. 
Willy ran all the way to the football ground. 
When he got there the other players were already changed. 
The captain threw Willy his kit and he put it on. 
Then the awful thought struck him ... 
HE HAD FORGOTTEN HIS BOOTS! 
Someone found him another pair. 
"Y -you don't understand ... " he said, but the team had already gone onto the pitch. 
The crowd's roar turned to laughter when Willy emerged from the dressing-room. Willy 
grinned, but inside he felt angry. 
The game started. Willy was amazed how fast it was. Within minutes the 
opposition had scored. One-nil! From the restart the ball shot out to Willy on the wing. 
He hadn't time to think, he just ran with the ball at his feet. 
Willy was magic- the ball seemed to be attached to him by an invisible thread. He 
dribbled past three opponents and sent in a perfect cross. 
GOAL! 
It seemed that Willy could do no wrong. 
Every time he got the ball the opposition was mesmerised. 
The teams were very evenly matched. 
With seconds to go the score was still 1-1 . 
The ball was passed to Willy in defence. 
He beat one player, then another, and another, and another, until he'd got past the whole 
team. 
Only the goalkeeper to beat. 
The keeper was huge and the net looked tiny. 
Could Willy do it? 
He could! 
The crowd was spellbound as Willy conjured up the perfect shot. 
GOALLLLL!!! 
"WILLY THE WIZARD! WILLY THE WIZARD!" chanted the crowd. 
Coda 
Later, on the way home, Willy thought about the boots and the stranger. and he smiled. 
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[ 4.6] Piggy book 
Orientation 
Mr. Piggott lived with his two sons, Simon and Patrick, in a nice house with a nice garden, 
and a nice car in the nice garage. 
Inside the house was his wife. 
"Hurry up with the breakfast, dear," he called every morning, before he went off to his 
very important job. 
"Hurry up with the breakfast, Mum," Simon and Patrick called before they went off to 
their very important school. 
After they left the house, Mrs. Piggott washed all the breakfast things ... made all the 
beds ... vacuumed all the carpets ... and then she went to work. 
"Hurry up with the meal, Mum," the boys called every evening when they came home 
from their very important school. 
"Hurry up with the meal, old girl," Mr Piggott called every evening when he came home 
from his very important job. 
As soon as they eaten, Mrs Piggott washed the dishes ... washed the clothes ... did the 
ironing ... and then she cooked some more. 
Crisis 
One evening when the boys got home from school there was no-one to greet them. 
"Where's Mum?" demanded Mr Piggott when he got home from work. 
She was nowhere to be found. 
On the mantelpiece was an envelope. 
Mr Piggott opened it. 
Inside was a piece of paper. 
"You are pigs." 
"But what shall we do?'' said Mr Piggott. 
They had to make their own meal. 
It took hours. 
And it was horrible. 
Next morning they had to make their own breakfast. 
It took hours. 
And it was horrible 
The next day and the next night and the day after that, Mrs Piggott was still not there. Mr 
Piggott, Simon and Patrick tried to look after themselves. 
They never washed the dishes. they never washed their clothes. 
Soon the house was like a pigsty. 
"When is Mum coming home?'' the boys squealed after another horrible meal. 
"How should I know?" Mr Piggott grunted. 
They all became more and more grumpy. 
Transformation 
One night there was nothing in the house for them to cook. "We'll just have to root 
around and find some scraps," snorted Mr Piggott. 
And just then Mrs Piggott walked in. "P-L-E-A-S-E come back," they snuffled. 
So Mrs Piggott stayed. 
Mr Piggott washed the dishes. 
Patrick and Simon made the beds. 
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Mr Piggott did the ironing. 
And they all helped with the cooking. 
They actually enjoyed it! 
Mum was happy too ... 
She mended the car. 
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[ 4. 7] Gorilla 
Orientation 
Hannah loved gorillas. 
She read books about gorillas, 
she watched gorillas on television, 
and she drew pictures of gorillas. 
But she had never seen a real gorilla. 
Her father didn't have time to take her to see one at the zoo. 
He didn' t have time for anything. 
He went to work every day before Hannah went to school, 
and in the evening he worked at home. 
When Hannah asked him a question, 
he would say, "Not now. I'm busy. Maybe tomorrow." 
But the next day he was always too busy. 
"Not now. Maybe at the weekend," he would say. 
But at the weekend he was always too tired. 
They never did anything together. 
Crisis 
The night before her birthday, Hannah went to bed tingJing with excitement- she bad 
asked her father for a gorilla! 
In the middle of the night, Hannah woke up and saw a very small parcel at the foot of the 
bed. 
It was a gorilla, but it was just a toy. 
Hannah threw the gorilla into a corner with her other toys and went back to sleep. 
Transformation 
In the night something amazing happened. Hannah was frightened. 
"Don' t be frightened, Hannah," said the gorilla, "I won' t hurt you. I just wondered if 
you'd like to go to the zoo." 
The gorilla had such a nice smile that Hannah wasn't afraid. 
"I'd love to," she said. 
They both crept downstairs, and Hannah put on her coat. 
The gorilla put on her father's hat and coat. 
"A perfect fit," he whispered. 
They opened the front door, and went outside. 
"Come on then, Hannah," said the gorilla, and he gently lifted her up. 
Then they were off, swinging through the trees towards the zoo. 
When they arrived at the zoo it was closed, and there was a high wall all around. "Never 
mind," said the gorilla, "up and over!" 
They went straight to the primates. 
Hannah was thrilled. 
So many gorillas! 
The gorilla took Hannah to see the orang-utan, and a chimpanzee. 
She thought they were beautiful. But sad. 
"What would you like to do now?" the gorilla asked. 
"I'd love to go to the cinema," said Hannah. 
So they did. Afterwards they walked down the street together. 
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"That was wonderful," said Hannah, "but I'm hungry now." 
"Okay," said the gorilla, "we'll eat." "Time for home?'' asked the gorilla. 
Hannah nodded, a bit sleepily. 
They danced on the lawn. 
Hannah had never been so happy. 
"You'd better go in now, Hannah," said the gorilla. 
"See you tomorrow." 
"Really?" asked Hannah. 
The gorilla nodded and smiled. 
The next morning Hannah woke up and saw the toy gorilla. 
She smiled. 
Hannah rushed downstairs to tell her father what had happened. 
"Happy birthday, love," he said. "Do you want to go to the zoo?'' 
Hannah looked at him. 
She was very happy. 
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[ 4.8] Voices in the Park 
First Voice (recount) 
Orientation 
It was time to take Victoria, our pedigree Labrador, and Charles, our son, for a walk. 
Record 
When we arrived at the park, I let Victoria off her lead. 
Immediately some scruffy mongrel appeared and started bothering her. 
I shooed it off, but the horrible thing chased her all over the park. 
I ordered it to go away, but it took no notice of me whatsoever. 
"Sit," I said to Charles, "Here." 
I was just planning what we should have to eat that evening when I saw Charles had 
disappeared. 
Oh dear! Where had he gone? You get some frightful types in the park these days! 
I called his name for what seemed like an age. 
Then I saw him talking to a very rough-looking child. 
"Charles, come here. At once!" I said. 
"And come here please, Victoria." 
We walked home in silence. 
Second Voice (recount) 
Orientation 
I needed to get out of the house, so me and Smudge took the dog to the park. 
Record 
He loves it there. 
I wish I had half the energy he's got. 
I settled on a bench and looked through the paper for a job. 
I know it's a waste of time really, but you've got to have a bit of hope, haven't you? 
Then it was time to go. 
Smudge cheered me up. 
She chatted happily to me all the way home. 
Third Voice (recount) 
Orientation 
I was at home on my own again. 
It's so boring. 
Then Mummy said that it was time for our walk. 
Record 
There was a very friendly dog in the park and Victoria was having a great time. 
I wish I was. 
"D' you wanna come on the slide?" a voice asked. 
It was a girl, unfortunately, but I went anyway. 
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She was brilliant on the slide, 
she went really fast, 
I was amazed. 
The two dogs raced round like old friends. 
The girl took off her coat and swung in the climbing frame, 
so I did the same. 
I'm good at climbing trees, 
so I showed her how to do it. 
She told me her name was Smudge -a funny name, I know, 
but she is quite nice. 
Then Mummy caught us talking together and I had to go home. 
Maybe Smudge will be there next time? 
Fourth Voice (recount) 
Orientation 
Dad had been really fed up, 
so I was pleased when he said we could take Albert to the park. 
Record 
Albert's always in such a hurry to be let off his lead. 
He went straight up to his lovely dog and sniffed its bum (he always does that). 
Of course, the other dog didn't mind, 
but its owner was really angry, the silly twit. 
I got talking to this boy. 
I thought he was a bit of a wimp at first, but he's okay. 
We played on the see-saw and he didn't say much, 
but later on he was a bit more friendly. 
We both burst out laughing when we saw Albert having a swim. 
Then we all played on the bandstand, 
and I felt really, really happy. 
Charlie picked a flower and gave it to me. 
Then his mum called him and he had to go. 
He looked sad. 
When I got home I put the flower in some water, and made Dad a nice cup of tea. 
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[4.9] Zoo 
Orientation 
My family 
Me My brother Dad Mum 
Record 
Last Sunday we all went to the zoo. 
Me and my brother were really excited. 
But there were masses of cars on the road, 
and it took ages to get there 
After a while Harry and I got really bored. 
So we had a fight. 
Harry started crying and Dad told me off. 
It's not fair, he never tells Harry off, 
it's always my fault. 
What kind of jam do you get stuck in? asked Dad. 
I don't know, said Harry. 
"A traffic jam!" roared Dad. 
Everyone laughed except Mum and Harry and me. 
When we finally got there Dad had to have a row with the man in the ticket booth. 
He tried to say that Harry was only four, and should get in half-price. 
(He's five-and-a-half actually.) 
"Daylight robbery!" Dad snarled. 
Sometimes he can be really embarrassing. 
We hadn't got a map of the zoo so we just wandered round. 
Me and my brother wanted to see the gorillas and monkeys, 
but we had to see all these boring animals first. 
We went into the elephant house which was really smelly. 
The elephant just stood in a corner stuffing its face. 
Mum had brought some chocolate and Harry and I were starving. 
"Can we have it now?" I asked. 
"No, not yet" said Dad. 
"Why not?" whined Harry. 
"Because," said Dad. 
"Because what?" I asked. 
"Because I say so," said Dad. 
It seemed he was in one of his moods. 
Then we saw the tigers. 
One of them was just walking along a wall of the cage, then turning round and walking 
all of the way back. 
Then it would start again. 
"Poor thing," said Mum. 
"You wouldn't say that if it was chasing after you," snorted Dad. "Look at those nasty 
teeth!" 
Harry and I were getting really hungry, "Can't we have lunch now?" I asked. 
"But we've only just go here," said Mum. 
It seemed like we'd been there for hours. 
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My brother thumped me, 
so I kicked him and we wrestled for a bit, then Dad told me off. 
We looked at the penguins next. 
I usually find penguins funny when I see them on the telly, 
but all I could think of was food. 
"What animal can you eat at the zoo?" asked Dad. 
"Don't know," I groaned. 
"A hot dog!" howled Dad. 
He was holding his stomach and laughing so much that tears were rolling down his face. 
"Come on, boys," said Mum, let' s get something to eat. 
The cafe was great. 
I had burger and chips and beans and loads of tomato ketchup, and a chocolate ice-cream 
with raspberry sauce. 
It was brilliant. 
After that we went into the gift shop to spend our pocket money. 
We each bought a funny monkey hat. 
"Which one is the monkey?" jeered you-know-who. 
Then we had to go and see the polar bear. 
It looked really stupid, just walking up and down, up and down. 
Next we saw the baboons, and they were a bit more interesting. 
Two of them had a fight. 
"They remind me of someone," said Mum. I can't think who." 
The orange-utan crouched in a corner and didn't move. 
We tried shouting at it and banging on the glass, but it just ignored us. 
Miserable thing. 
Finally we found the gorillas, they were quite good. 
Of course Dad had to do his King Kong impersonation, but luckily we were the only ones 
there. 
Then it was time to go home. 
In the car Mum asked us what was the best bit of the day. 
I said the burger and chips and beans, and Harry said the monkey hats. 
Dad said the best bit was going home, and asked her what was for dinner. 
"l don't think the zoo really is for animals," said Mum. "I think it's for people." 
Reorientation 
That night I had a very strange dream. Do you think animals have dreams? 
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[4.10] IntotheForest 
Complication 
One night I was woken up by a terrible sound. 
The next morning all was quiet. 
Dad wasn't there. I asked Mum when he was coming back but she didn't seem to know. I 
missed Dad. 
The next day Mum asked me to take a cake to Grandma, who was poorly. 
I love Grandma. 
She always tells me such fantastic stories. 
There are two ways to get to Grandma's house: the long way round, which takes ages, or 
the short way through the forest. "Don't go into the forest," said Mum. "Go the long way 
round." 
But that day, for the first time, I chose the quick way. 
I wanted to be home in case Dad came back. 
Resolution 
Test" Reaction 
After a short while I saw a boy. 
"Do you want to buy a nice milky moo-cow?" he asked. 
"No," I said. (Why would I want a cow?) 
"I'll swap it for that sweet fruity-cake in your basket," he said. 
"No, it's for my poorly grandma," I said, and walked on. 
"I'm poorly," I heard him saying, "I'm poorly ... " 
Test " Reaction • 
As I went further into the forest I met a girl with golden hair. 
"What a sweet little basket," she said. "What's in it?'' 
"A cake for my grandma. She's poorly." 
"I'd like a lovely cake like that," she said. 
I walked on and could hear her saying, "But it's a lovely little cake, 
I'd like one like that .. . " 
Test " Reaction 
The forest was becoming darker and colder, and I saw two other children huddling by a 
fire. 
"Have you seen our dad and mum?" the boy asked. 
"No, have you lost them?" 
"They're cutting wood in the forest somewhere," said the girl, "but I 
wish they'd come back" 
As I walked on I could hear the dreadful sound of the girl crying, 
but what could I do? 
Internal struggle 
I was getting very cold and wished that I 'd brought a coat. 
Suddenly I saw one. It was nice and warm, but as soon as I put it on I began to feel scared. 
I felt that something was following me. 
I remembered a story that Grandma used to tell me about a bad wolf. 
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I started to run, but I couldn't find the path. 
I ran and ran, deeper into the forest, but I was lost. 
Where was Grandma's house? 
At last- there it was! 
I knocked on the door and a voice called out, "Who's there?" 
But it didn't really sound like Grandma's voice. 
"It's me. I've brought a cake from Mum." 
I pushed the door open a little. 
"Come in, dear," the strange voice called. 
I was terrified. 
I slowly crept in. 
Solution 
There in Grandma's bed was ... 
Grandma! 
"Come here, love," she sniffed. "How are you?" 
Then, I heard a noise behind me and turned around ... 
DAD! 
I told them everything that had happened. 
We all had a hot drink and I ate two pieces of Mum's delicious cake. 
Then we said goodbye to Grandma, who was feeling much better. 
And Mum came out, smiling. 
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Appendix 5.1: lntersemiotic interplay of the visual and the verbal 
Table 1: VISUAL AFFECT- VERBAL AFFECT interaction in Willy the Champ 
Image Verbiage 
Character face affect 
facial affect 
1 Willy positive I 
narrator: negative 
judqment 
2 
2a Willy positive positive : liked 
Willy positive positive: liked 
2b Willy positive positive: liked 
3 
Willy positive I 
narrator: negative 
judqment 
4 Willy I I 
5 Willy positive I 
6 Willy positive I 
7 Willy positive I 
8 Willy neoative no verbiaoe 
9 
9a Willy I I 
9b Willy negative I 
narrator: negative 
judqment 
10 Willy neutral I 
11 character Willy not represented 
12 
12a Willy neutral no verbiaoe 
Convergence Divergence 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
X 
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Image Verbiage Convergence Divergence 
12b Willy neutral I X 
13 
13a Willy neutral I X 
13b Willy neutral I X 
14 
14a Willy I quote attitude ' sorry' X 
14b Willy positive I 
narrator: positive 
judgment X 
15 Willy positive no verbiage X 
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Table 2: Visual-verbal interaction in Gorilla (ideational) 
Meaning potential 
Metafunction Meaning potential (visual) (verbal) Convergent Divergent 
Ideational 
character depiction attribution 
1 
la Hannah (whole body, face shown) Hannah, she her X 
I Her father he X 
lb Hannah (waist up, face not-shown) X 
father (head and shoulder, face 
shown) no verbiage X 
2 
2a father (whole body) He, him X 
I Hannah X 
2b father (whole body) no verbiage X 
Hannah (whole body) no verbiage X 
3 
3a Hannah (whole body) I X 
father (whole body) he X 
3b Hannah (whole body) no verbiage X 
4 
4a Hannah (whole body) Hannah, she X 
I her father X 
I a gorilla - a toy X 
4b Hannah (head and shoulder) no verbiage X 
toy gorilla no verbiage X 
5 
Sa I Hannah X 
toy gorilla the gorilla X 
Sb gorilla no verbiage X 
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Meaning potential I 
Metafunction Meaning potential (visual) (verbal) Convergent Divergent 
Ideational 
6 
6a Hannah Hannah X 
Gorilla the qorilla X 
6b Hannah no verbiage X 
Gorilla no verbiage X 
7 
7a Hannah (whole body) X 
Gorilla (whole body) they X 
7b Hannah (whole body) X 
Gorilla (whole body) no verbiage X 
8 
Sa Gorilla (whole body) the gorilla X 
Hannah (whole body) Hannah X 
8b Gorilla (whole body) no verbiage X 
Hannah (whole body) X 
9 
9a I the gorilla X 
I Hannah X 
the orang-utan the orang-utan X 
I a chimpanzee X 
9b a chimpanzee no verbiage X 
10 
lOa Hannah Hannah X 
Gorilla the gorilla X 
lOb gorilla superman no verbiage X 
11 
lla Hannah (whole body) Hannah X 
Gorilla (whole body) the gorilla X 
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Meaning potential 
Metafunction Meaning potential (visual) (verbal) Convergent Divergent 
Ideational 
11b Gorilla (waist up) X 
Hannah (head and shoulder) no verbiage X 
12 
12a Hannah (whole bodyJ Hannah X i 
Gorilla (whole body}_ the _gorilla X 
12b Hannah (whole body) X 
Gorilla (whole body) no verbi~ge X 
13 i 
13a Hannah (head and shoulder) Hannah X 
Gorilla (head and shoulder) the gorilla X 
13b Hannah (head} X 
Gorilla (head)_ no verbiage X I 
14 
14a Hannah's red skirt Hannah X I 
I her father he X 
14b Hannah (whole body) X 
father (whole body) no verbiage X I 
15 father (whole body) I X 
--
Hannah_0..yho~odyJ she X 
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Table 3: VISUAL AFFECT- VERBAL AFFECT interaction in Gorilla (interpersonal) 
Meaning potential Meaning potential 
Metafunction (visual) (verbal) Convergent Divergent 
Interpersonal 
Character face affect 
facial affect reg_ister 
1 
la Hannah positive M-G loved X I 
lb Hannah I (face not-shown) I no verbiage X I 
father negative G no verbiage X 
2 
2a father I (face not-shown) I no verbiage X 
2b Hannah I (face not-shown) j no verbiage X 
3 
3a Hannah I (face blur) I I X 
father I (face blur) I I X 
3b Hannah neutral M no verbiage X 
4 
tingling with 
4a Hannah I (half face shown) I excitement X 
4b Hannah negative M-G no verbiage X 
5 i 
Sa toy gorilla neutral G I X I 
Sb Gorilla positive N no verbia_g_e X 
6 
frightened -wasn 't 
Ga Hannah I (half face shown) I afraid X 
Gorilla Qositive N had such a nice smile X ! 
6b Hannah positive G no verbiage X 
Gorilla positive G no verbiage X I 
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Meaning potential Meaning potential 
Metafunction (visual) (verbal) Convergent Divergent 
Interpersonal 
7 
7a Hannah positive M-G I X 
Gorilla positive G I X 
7b Hannah I (face not-shown) I no verbiage X 
Gorilla positive G no verbiage X 
8 
Sa Hannah I (face not-shown) I thrilled X 
Gorilla I (face not-shown) I I X 
8b Hannah I (face not-shown) I no verbiage X 
Gorilla I (face not-shown) I no verbiage X 
9 
the orang- sad (Hannah 
9a utan negative N thought) X 
a sad (Hannah 
9b chimpanzee neutral N thought) X 
10 . 
lOa Hannah I (face not-shown) I I X 
Gorilla I (face not-shown) I I X 
gorilla 
lOb superman neutral G no verbiaqe X 
11 
lla Hannah I (face not-shown) I I "wonderful" X 
Gorilla I (face not-shown) I I X 
llb Hannah I (face not-shown) I no verbiage X 
Gorilla positive N no verbiage X 
12 
had never been so 
12a Hannah positive M-G happy X 
L____~ -- --- Gorilla positive G I X 
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Meaning potential Meaning potential 
Metafunctlon (visual) (verbal) Convergent Divergent 
Interpersonal 
12b Hannah 1 (face not-shown) I X 
Gorilla positive G no verbiage X 
13 
13a Hannah positive G-N smiled X 
Gorilla positive G smiled X 
13b Hannah positive N X 
toy gorilla positive G no verbiage X 
14 
14a Hannah 1 (face not-shown) I I X 
14b Hannah positive G-N X 
father I (half face shown) G-N no verbiage X 
15 
Hannah I (face not-shown) I very happy X 
father I (face not-shown) I I X 
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